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Foreworp 


| Shri Dharam Pal Ashta’s work on ‘The Poetry of the 
; Dasam Granth’ is a careful and competent exposition of the 
teaching of the 10th Sikh Guru Shri Gobind Singh. 


| It is generally held that different parts of this work were 

: composed at different times by different writers who were engaged 
for the purpose by Shri Gobind Singh. The author discusses 
this question of the authorship with great learning and objectivity 
and holds that “all the parts of the Dasam Granth were composed 
by Guru Gobind Singh himself.” 


From a study of this work we learn the prolound influence 
Which Hindu tradition and mythology has had on the development 
of Sikh religion. It acczpis the view that the one reality assumes 
many forms and the purpose of religion is to realise the Supreme. 
To gain this objective we must rise above sectarian views. Prayer 
is the easiest method acceptable to us. “The dumb would recite 
the six shastras ; cripples would climb mountains, // The blind would 
see, the deaf hear, if God would only favour?” 


We live in an age when to many life has become meaningless. 
There is an increasing cleavage between what men profess and 
believe and what they do in the name of their beliefs. Never before 
has man had such vast opportunities, never before has he been 
bereft of sustaining traditions. Man is today without illusion and 
without faith. The present predicament is a call to the acceptance 
of a religion which is spiritual and non-sectarian. Life has a meaning. 
Otherwise why do we want to liveeven when we denounce life ? 
Failure lies not in outward events but in one’s own inward life. 
Religion avails nothing if it does not awaken the heart, strengthen 
character and éievate the spirit. 

This book gives a catholic and comprehensive view of 
Shri Guru Gobind’s teaching. 


New Delhi, 
8 March, 1959. (Sd.) =o Radhakrishnan 


1. p.i8 lk 2. Bachitra Natak ({f, 2) 
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INTRODUCTION 


Dr. Dharam Pal Ashta’s thesis on the Dasam Granth is a piece 
of real research work. Itis an original, important and valuable 
contribution to the Hindi literature. 


Itisreally surprising that the Dasam Granth, the second most 
sacred Granth of the Sikhs and associated with their Tenth Guru, 
Guru Gobind Singh, should have escaped the notice of the band of 
research workers in Hindi. Here and there, in the works of the history 
of Hindi literature, the Great Guru’s name is mentioned and a few 
illustrations of his poetry cited as specimens of his creative literary 
genius but that does nct expose the real importance of this great 
work, 


Dr. Ashta is the first scholar to have taken pains to analyse the 
entire work in a scientific manner. His thesis has thrown open this 
rich treasure of Braj Bhasha poetry to the scholars of Hindi. One is 
struck with wonder at the variety of poetic forms, colourful rhythm, 
expressive tone, apt and striking imagery, beautiful pen-portraits 
and descriptions, richness of vocabulary, intense suggestiveness of 
verse, exuberance of different human sentiments and spiritual wealth 
of the Granth, admirably brought out by Dr. Ashta in his work. 


Dr. Ashta’s labour has convincingly met the arguments of 
reputed scholars who, for certain reasons, hold that not all that is 
preserved in the Granth is written by the Guru himself. But even 
if the secular parts of the Granth are taken to be the compositions 
of the court-poets of the Dasam Patsah, they are important in the 
field of Hindi and Panjabi literatures being a rich collection of 
metrical compositions imbued with much of the old Indian thought 
and culture and some representing forgotten poetic forms of Braj 
Bhasha poetry. 


The Dasam Granth is arich treasure-house for the students of 
literature, religion, culture and history of late Medieval India which 
lay obscure so long. Dr. Ashta has brought it out from this 
obscurity and added one more brilliant star of a very high altitude to 
the galaxy of saint-poets in the firmament of Hindi and Panjabi 
literatures. T congratulate him on his publication of this scholarly 
work and pray to Almighty to give him excellent health and Jong life 
to enable him to contribute much more to the domain of culture and 
literature. 


Varansi, 
May 26, 1959 Hazari Prasad Dwivedi 
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PREFACE 


The Dasam Granth, the Book of the Tenth Guru, is the second most sacred granth of the Sikhs. 
“There are three most well-known birs (compilations) of this Granth, viz., Bhai Mani Singh wali Bir, Patna 
Sahibji di Misl and Sanerur wali Bir. They are rare manuscripts, too tender and fragile for consultation. 
There are other manuscripts of the Granth found in certain libraries and with certain individuals, but they 
cannot be considered authentic. There is, further, a large variety of printed versions both lithographic 
and stereo-typed. Giani Kartar Singh Hitkari mentions nine such versions, some of which are without title- 
pages. It is, therefore, difficult to trace them or give any authenticity to them. One of these is Sri Dasam 
Granth Sahib.Ji published by the Khalsa National Agency, Amritsar. But this is out of print. Ihave, there- 
fore, depended upon Sri Guru Granth Sahib Ji Dasam Patshahi, published by Rai Sahib Munshi Gulab Singh 
.& Sons, Lahore, Samvat Sri Guru Nanak 444. Its manuscript, as indicated on the title page, was prepared by 
a Sodhak Committee at Akal Takhat, Har Mandir, Amritsar, after consulting thirty-two old manuscripts. 
Dr. Indu Bhushan Banerjee has also consulted it in his work, Evolution of the Khalsa (1947). 1 have myselt 
compared this printed work with Bhai Mani Singh’s Bir in possession of S. Gulab Singh Sethi, New Delhi, and 
found it dependable. I have, therefore, accepted its text for my work. 
This Bir has 1399 foolscap pages with 19 lines on each page. The total number of verses init goes 
up to 17,165. It is a collection of various works dealing with a variety of subjects, viz., 
1. Japu, popularly known as Jap (arg), i8 a prayer to be read or repeated in the morning, as it 
continues to be, by pious Sikhs. 
2. Ustat, commonly known as Akal Ustat, is a hymn in praise of the Timeless, to be recited in 
the morning, 
3. Hachttra Natak Granth, often known as Bachitra Natak, is an incomplete autobiography of 
Guru Gobind Singh. 
fat 4. Chandi Charitra Ukti Bilas, popular as Chandi Charitra Pahila ot Chana Charitra Chhota, 
a describes the exploits of Chand, performed in her wars with demons. 
6. Chandi Charitra known as Chandi Charitra Dooja or Chandi Charitra Vadda, treats the same 
theme in a different metre. a 
6. Var Sri Bhagauti Ji Ki, known as Chandi di Var, is a ballad in praise of the goddess Bhagauti, a 
a supplement to the Chandi Charitras. Se 
7. Gian Parbodh Granth is devoted to the praise of God, with illustrations from ancient legends. 
8. Chaubis Avtar describes in quatrains and couplets the twenty-four incarnations of Vishnu. 
9. Mehdi Mir Badh is a supplement to the Chaubis Avtar. 
10. Brahma Avtar describes seven incarnations of Brahma. 


J 


11. Rudra Avtar is an account of the two incarnations of Rudra, t.e., Shiva. 
_ 12. Ram Kali Patshahi J0, widely known as Shabad Hazare, isa collection of ten hymns in seven 

rags. 

13. Sri Mukhibak Swaiya is a collection of thirty-two hymns. They give an exposition of the divinity 
and of different religions followed in India. 

14. Jo Kichh Lekhu Likhiyo Bidhna Swaiya; generally known as Khalse di Mahima, is a poem in a 
couplet and three stanzas in praise of the Khalsa. 

15. Sri Sastra Nam Mala Puran gives a catalogue and description of the weapons of war. 

16. Pakhyan Charitra relates 404 tales of men and women, 


ix 
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17. Jofartiamah is aletter in Persian addressed to Aurangzeb. 

18.. Hibayats, which immediately follow the Jafurnamah, are eleven tales in Persian, simular t) 
those given in the Pekhvan Charitra. 

_ Bachitra, Natak, Chandi Chantra Ukti Bilas, Chandi € havitra IT, Chaubis Avtar, Mehdi Mir Badk, 
Brahma. Auta and | Rudra Avtat may all be ine luded’ in thé ‘Bachitra Natek Granth. White 
Bachitra Natakis the title of Guru Gobind Sinyh's untebiograpliy, the stories of the Chawbrs. ard 
other Avtars, and Chandi Charitva Ukti Bilasand Chandi Chiritra JI constitute the other part of 
the Granth. This is suggested by the same concluding remark repeated at the end of éath one: 
of these ; [ti Sri Buchitra Natak Granthe......-4.,. sathapatamisti subhamasty Bs 


mf The Granth provides am excellent evidence of the influence exerpised by the Hinda thedlogy, 
1 my thology, philosophy, history and literature in the life and activities of Gm Gobind Singh. The scvornts 


Hee xic-sentiment in the Sikhs, thereby encouraging them to’ fight against political cruelty. and wppression, 
& coarding to Bhai Sher Singh, ‘Ad-Grunth began the pracess of esoteric rendering, but authenticated yersiens 
of connected myths were not added thereto, as it was then not considered necessary, Guru Gobind Singh. Ji _ 
ompil ed a sister volume to full this mecd and in order to give such a stirting form to old inspiring myths 
ay awaken the Siumbering Indian niasses in a manner in which the Guru's ingenious pen alone could 
accomplisied’. The Dasam Granth, as such, serveés asa monuniental referenve book of all the clussival 
en ns el in the Guru Granth Sahib. It has, therefore, a very, important place in. the Sikh itenpture 


cimen ‘lst Subjective pocket | is ‘the vatse sas comeeeee in tie forest of Macbhiwdta,. 
ye , The parraitve compositions are Bachitro Natak, Chaubis Avtar, Mehdi Mir Badh, Brahma Avtar, 
F ve dra a Aut tay, Kh ilse di Mahima, Hikayats, Sustra Nam Male, C handi Charitras;} Chand di Var, Gian Parbodh 
and P : khyan Charitra, These may be said to come under abjective poetry. 
7 ve The Granth reveals an elaborate: use of figures af speech. Its variety of apt and numerous metres 
pou ied SF Wate sontiesst rikin aly original ones, and its forceful diction are unique - in the literature of the Panjab. 


The Granth.is composed i in more than one language. Jafarnamah and Hikayats are in Persion ; Jap, 
ob stety, Bachitra Natak, Chaubis Avtar, Brahma Avtar, Rudra Aviat, Sri Mubhibak Siwaiyas and 
yan Charitra are in Braj » Chandi di Var, 15 in Lehndi’ Panjabi —the western dialect of the Panjab, 
the hyr a like Mitra Piare, nun satis ‘1s in the Central ale ‘The st however, of all the works 


i Pe 2: 


‘people in the Panjab found it difficult to-understand. Braj, a dialect af Hindi, in which most 
ey are composed, whereas non-Panjabis onld pot have access to it because , of the provi ineial 
ai : of Hpeeni script of- the Granth. Consequently,- this led almost to a total eclipse of the whole 
: a far papas: literary contribution was concerned, An eminent scholar like Dr. Mohan Singh Diwana 
juts it rat ungent y when hie says, “The historians of Hindi literature have deliberately insulted his (Guru 
Sobindd se 's) genius by éither ignoring hit or incluiling not more than a dozen lines fram him, misquoted 
d se eet from amongst the comparatively unimportant parts of his works. “Tt 38, me Gout, rus te) sore 
t the poctry ‘of fhe Dasam Granth has been briefly or insufficiently taken natice of by the historians 
i literature like Shiv Singh Senger, Mishra Bandhu, Grierson, Tassey, Slukla, Hazari Prasad Dwivedi, 
ile others like Shyam Sundar Dass have taken no notice of it at all. But the charge of ignoring it 
is rather unfair. The real cause of this neglect has, however, been a different one, 
~ Gurmukhi script was originally adopted by the Sikh Gurus to record their compositions in it. 
6 omposi ions of the non-Sikhs were, however, written in the Persian or Devnagari script. Because of the alleged 
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lating te the mythical heroes of the Purans deal with the glorification of arms with the object of awakening | 
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sectarian character of the script, it was not adopted by others, Tt was, therefore, believed that dil compositions 
~ in Gurmukhi script, related to Sikh religion, theology and history. The Dasam-Griiith was accordingly treated 
assuch Being in Gurmukhi script, its contents remained obscure to the students and scholars of Hindi. “No 
did the Sikh scholars themselves take pains to examine the text chitically or appreciate its literary values. It 
was only recently that the Shiromani Gurdwara Prabandhak Committee, Amritsar, brought out Devnagart 
transliterations of the Jap, the Akal Ustat and the Bachitra Natak. It is, however, hoped that the E 
knowing people would now come forth to appreciate’ the literary wealth of the Dasam Granth. The reas ns 
for the obscurity of the Granth have, therefore, been in the main, the provincial character of the script, 1 : he 
paucity of Braj scholars in the Punjab and the text being continuous and lacking in spacing between words. 
My objective in taking up the study of this Granth is to unfold its exquisite beauties and to re 
and re-orientate the study of it by attempting a dispassionate estimate of its literary values. In my” 
the Granth, I have tried to deal with its authorship, its poetic back-ground, a brief critical study of its: 
its thought value and art value, its stylistic features and finally its place in Hindi literature. In the end, I 
have also-given a brief life-sketch of the author for the proper understanding of his personality. I" me F<) 
My approach to the Granri is primarily oriental, though, of course, here and there I have followed 
western standards of literary criticism. i... - 
Tn otder to give those who are interested in a deeper study of this Grunth, au opportunity of first-hanc 
acqtaintance with the authorship, thought and art of the poetry of the Dasam Granth, I ven quotations 
liberally in the footnotes in Devnagari script, closely an : iginal text, as far a 
possible. The texts in the appendix are extracts from the Krisanaviar, Giaa Parbodh and Pakhya 
which serve to illustrate discussions on pages 83, 92, 112, 150-165, 228-230, and 306. These ate the traditional 
forms of poetry attempted in the Dasam Granth besides many others some of v 
their proper contexts. The need for a ready reference to these texts for the proper evalu 
critical analysis of thought and art contaiied therein, has. obliged me to put them as 


> 


¥ 


references, Thave used fignres in brackets to indicate Verses an ; te. 

page-numpbers. aie 

Here and there some repetitions may be noticed in the language, thought, treatment and quotations 

of passnges. These are unavoidable as they arise in discussions in different relevant contexts and serve as 
good illustrations. ee 

As is well known, transliteration of words, sounds and symbols with correctness and ¢o1 siste 1cy in 

a foreign language is dificult. Scholars have adopted diacritical marks to bring an exact representation | f 


texts. Others, however, have used corresponding syllables instead to meet the same end, L could not use 
the diacritical marks in the representation of words and textual quotations for want of facilities in the press. 
T have therefore followed the latter method, i-e., without the diacritical marks. Accordingly, T have used the 
following characters for the Hindi transliteration of the text and other Hindi and Sanskrit words 2 
(a) a for (d) ch for 4 
aa for ehh for 
te s for 
eB for sh for 
u for r fax 
00 for rh for 
e for d for 
ai for dh for 
ou = for t for 
ng for th for 
nj for n for 
ksh for - 
Thave, however, deviated from the abave system in the following cases: 
(a) Rasa, Guna, etc., for Ras, Gun, ete. 
(b) Ram for Rama. 


| 


pis 


and cs 


and 
and 
and 
and 


4m was Gy ay 4 ey x 4 
fu 


gag 4 ra a A ay at “ 
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(c) Conventional spellings of some words Jike ‘Lila’ have been kept intact. 
(d) The forms of spellings used in the translations and texts of certain authors have also been 
preserved. 

For a faithful representation of the text, the spellings of words are in conformity with the spellings. 
in the original—Gurmukhi script—which vary not only among themselves in the case of a single word but 
also from their spellings in Hindi frequently, even on the same page. “y Tbh Sik, 

I have consulted and frequently quoted translation in English of Sm M ukhibak Swayia by 
Principal Jodh Singh ; of the Jap and ten Swatyas in the Akal Ustat and Shabad Hazare by 5. Brijindar Singh ; 
of various texts by Macauliffe given in The Sikh Religion, and the translations by Dr. Mohan Singh Diwana,, 
Dr. Trilochan Singh, Sardar Khushwant Singh and Prof. Teja Singh, ete. At times these writers have 
translated the same passage differently. I have adopted the translation which has appealed to me the most 
in a particular context. In other cases, I myself have attempted the translation in English of different 
pieces of the Dasam Granth and also have tricd to improve upon the existing English translations here and 
there where I felt the real spirit was not brought out. My acknowledgments, however, are due to the 
scholars on whose translations I have drawn with gratitude, 

I am grateful to Dr. Nagendra, M. A., D. Litt. Head of the Department of Hindi, Delhi 
University, and Dr. Mohan Singh Diwana, M. A. Ph. D., D. Litt., Head of the Department of Panjabi, Panjab 
University, who guided me in the selection of the subject of my research ; to Giani Harnam Singh Ballabh 
who placed his personal library at my disposal, lent me the block of the letter of Bhai Mani Singh 
addressed to Mata Sundari given on page 7 of this book and helped me in resolving many a knotty point 
in the Dasam Granth ; to S. Randhir Singh, Librarian, Guru Ram Das Library, Amritsar, for lending me 
the blocks of a page from Bhai Mani Singh’s Bir and Guru Gobind Singh’s handwriting produced on page 
ll-and 12 respectively - to Jate Dr. Banarsi Dass, M. A., Ph. D., who was my Supervisor for some time until 
his sad demise, for his initiating me into this research work; to Dr. Roshan Lal Ahuja, M. A., PhD. 
Principal, Sohan Lal Training College, Ambala City, who succeeded Dr. Banarsi Das as my supervisor, for his 
valuable guidance till the completion of my thesis; to Dr. Indar Nath Madan, M. A., Ph. D., Head of the 
Department of Hindi, Panjab University, for his useful suggestions from time to time in my research ; 
‘and to several others who have helped me in various ways. 

My gratitude no less great and no less deepis due to Dewan Anand Kumar, M. A. (Cantab), formerly 
Vice-Chancellor of the Panjab University, now member of the University Grants Commission, for his kind 
patronage, without which I would not have been able to bring out this work. 


New Delhi 
April 13, 1959 Dharam Pal Ashta 
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CHAPTER I 
AUTHORSHIP OF THE DASAM GRANTH 


The Dasam Granth is variously known to be Daswen Padshah ka Granth, The 
Book of the Tenth King, The Granth of the Tenth Guru, The Granth of the Sahib Tenth Guru, 
The Granth of Gobind Singh, and as Sri Dasam Guru Granth Sahib Ji: 


It is, therefore, held sacred and treated as one of the holy books, second in 
sanctity only to the Adi Granth, or a “Sister Volume*” to it. In certain gurdwaras, it 
is also given a place of honour. Some parts of it, like the Jap, the Swaiyas, Akal 
Ustat and Benti Chaupai are included in nit-nem or daily recitations by pious Sikhs.* 


But while the tradition about authorship of the Dasam Granth is so strong, 
there are historians who hold that all the works included in the Dasam Granth were 
composed not only by Guru Gobind Singh himself but also by some other poets kept 
in his service at Anandpur. 

On the authority of Suraj Parkash by Santokh Singh, Macauliffe in his Zhe Sikh 
Religion, says :— 

“The Guru kept fifty-two bards permanently in his employ and others occasionally visited him. 
They wrote on all the nine subjects* which in the opinion of the orientals are suitable themes for 
poetry ; but the composition of eulogies on the Guru occupied most of their attention. The 
Guru once had the curiosity to weigh their compositions. They amounted to about two and a 
half huadredweight. They included them in a compilation which he called Vidyadhar. He so 
valued the book that he ever kept it by him—even when he went into battle—but it was lost in 
one of his engagements, Some of the bards’ compilations are preserved in the Suraj Parkash, 
where they may be perused by the curious,’’® 


Cunningham in his History of the Sikhs, also holds the same view : 


“Five chapters, or portions only and the commencement of a sixth are attributed to Gobind him- 
self ; the remainder, i. e., by far the larger portion, is said to have been composed by four scribes 
in the service of the Guru ; partly, perhaps, agreeably to his dictation. The names of Sham and 
Ram occur as two of the writers, but, in truth, little is known of the authorship of the portions in 


question.*”® 


1}. H. S., 356; 8. R. Vol, V., 223, 200; T. 8., 333; H. H. L., 64; G.G.S., 33; M.M.1., 105; D.D,,2f3; AvG., CXXV1.; P. 8. 68. 
M K., T8465. 

T §. 386, 342; D:.D.3; In New Delhi, Hanuman Road, Kothi No. 47, I have noticed a manuscript of the. Dasam Granth 
bound together with one of the Adi Granth in the same volume in the possession of Raja Gulab Singh Sethi who has 
secured it from Nader, This fact is further corroborated by a writer in Jiwan Sandesh, May, 1951. page 145. 


t 


Bhai Kahan Singh on page 1252, photo-stat No, 5, of Guru Shabad Ratanakar Mahan Kosh, Vol. II, refers to an edition of the 
Dasam Granth at Hazur Sahib and has given a photostat of page 746 of this Granth, This very edition is now in the posses- 
sion of Raja 8. Gulab Singh Sethi, 

3 R.N.G. (13), RB, N. D., 325.1. 1., 100; Jap, i, preface, 
4 T.S., 342, H. H.L., 64; 8. R. Vol. V., 161; H. 5. 356: H. P. L. 403; P.8., 59. 
_ *The nine subjects are love, mirth, pity, anger, heroism, terror, hate, wonder, and contentment. 5. RB. Vol. V., 161. 
5. SR. Vol. V., 161, In his Mahan Kosh Vol. IV) p. 2580, Bhai Kahan Singh has given the names of these fifty-two posts, 


6. H. 8., 356, 
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The critics of this school firmly believe that certain portions of the Granth could 
never have been the composition of Guru Gobind Singh. The works like Pakhyan Charitra 
and Hikayats, they argue, seem to be quite out of harmony with the deep religious and 
philosophical portions of the Granth. A poet, they add, who had written extremely 
devotional verses could not have indulged in purely earthly matters, relating to women and 
their ‘‘wiles”. 

Macauliffe also records in Volume V of 7'e Sikh Religion that the sentiment 
of disapproval was voiced by several learned Sikhs at Talwandi Sabo or Damdama who 
met to examine the compilation of the Dasam Granth after Mani Singh’s execution in 
1734 A. D. (1791 B). He says : 


“Several intelligent Sikhs were of opinion that the tales and translations in the volume, as at 
present found, ought not to have been included in it, for many of them are of Hindu origin, others 
not fit for perusal and none comparable with hymns contained in Adi Granth. The Sikhs, therefore, 
maintained that the Hikayats or Persian tales, and the whole of the Triya Charitra ot stories 
illustrating the deceits of women, should be omitted and included in a separate volume which 
might be read not for religious purposes but for the entertainment and delectation of the 
publict.”” 
Dr. Mohan Singh Diwana is of the opinion that: 

“Rama and Shyama of the fifty-two poets said to have lived at the socio-religious court of the 
Guru at Anandpur, are the writers of the anthology Triva Charitra, women’s wiles*.”’ 


It is probably this composition which provokes a similar opinion in Dr. G. C. 
Narang : 


“Tt is a miscellaneous collection and only a part forms the Guru’s own work the rest being 


written by a number of Hindi poets, whom the Guru kept in his service. The collection does not 
do credit to Guru’s name and much of it, except the Guru's own composition, might well have 
been omitted. The book does not command much respect among cultured Sikhs who look upon 
most of its contents as spurious®.”” 

From all this it appears that there is a strong difference of opinion on the authen- 


ticity of the Dasam Granth. 

Besides the question of the authenticity of the Granth, there is another difficulty 
about the date and the place of its composition and compilation. The critics generally put 
it in 1706 A. D. (1763 B), at Damdama. 

Quoting Cunningham, Indu Bhushan Bannerjee writes in the second volume of his 
Evolution of the Khalsa : 

“That at Damdama the Guru occupied himself in composing the supplementary or ths 
Book of the Tenth King, to rouse the energies and sustain the hopes of the faithful’. “But this, 

adds Bannerjee, “cannot be true. The Dasam Granth isa huge unwieldy medley of hetero- 
geneous matter and there is clear internal evidence that different parts of it were written by 
different writers at different times. The Guru is said to have kept fiftv-two bards in his employ, 


1. 8.R. Vol. V., 260. 2. iH? L,,-40, 3. T.S., 342. 
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the names of some of whom are given in the Panth Parkash!. Together with these, the Guru 
had commenced abridged versions of the more interesting works on the Hindu mythology and 
from afew references, here and there, it appears that much of it had been completed even 
before 1699*."° 

This, however, does not rule out the possibility that a part of it might have been 
written at Damdama. 

Dr. Narang says that the Guru compiled the Dasam Granth at Damdama*, but we 
know from the Sikh records that the compilation by Bhai Mani Singh took place twenty- 
six years after the Guru’s death’. 

We shall now carefully examine this formidable body of evidence and try to find 
out as to which of the works included in the Dasam Granth are from the pen of Guru 
Gobind Singh, and which others, if any, may have been coniributed by his court poets. 


External Evidence 


There is sufficient external evidence to contend that the Dasam Granth was 
written by Guru Gobind Singh himself : 


1. Kesar Singh Chhibber’, who claims to be a grandson of Dharam Chand*, a 
Dewan in the court of Guru Gobind Singh, and the son of Bhai Gurbaksh Singh, 
Darogha, Darbar Sahib, Amritsar, was, in his early life, intimately associated with Mata 
Sundari?, wife of Guru Gobind Singh. He wrote his work Bansawali Nama Dasan 
Patshahian ka* (Geneology of the Ten Kings) in 1826 b. and revised it in 1836 Bs 
(1779 A.D.). 


1. P.P., 164;8. R. op. cit-Vol, V, 67. 


2. B.K.,- 189. 3. T.8., 166. 4 §S..R. Vol. V., 223 fn. 
5. He seems to have been cither unfortunately ignored by, or most probably unknown to, the authorities quoted already, 
6. me at ug st caer dart zlama feeat Wa 
1g f a fi 
4 at ITA Wa Tea Il B, (301) 
(ote ree encogret Te aq qeglat = hf Heat peneee | 
‘ ~ 


adizmt Adler at Es fasar Zam | 

ae 060 TC Oe Tar CTA 

eo uma om adit faa wer! 

Aa afea az Aaa aw dz dam cad ola & I B., (166) 
"i aac ag alt OC eT OTE | 

feat azar ara stl 2 se aot eR AUT GU AA aA ow. (420) 


*This work, though not of high order from poetic point of view, is very useful in determining the authenticity of the 


Dasam Granth. 


8. wa al carat qi ata | 
zi uel ostg wg Bs mat aa 


aaa sere 898 at dat a We a Test 
qe ae al ql at at ca AA at aeat ll B,, (420) 
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The manuscript is in the possession of Bhai Vir Singh, and an incomplete copy of it 
is available in the Khalsa College, Sikh History Research Library, Amritsar. He tells us in 
this manuscript that Guru Gobind Singh completed his Granth in the year 1755 B’. 
(1698 A.D.) at Anandpur. He tells us further that it was composed by the Guru 
himself : 


Sahiban nun si pyara apne hathin likhia ate khidaya*, 
(It was dear to the Lord who wrote it himself and got acted.) 


He may have dictated, partly at least, to his court poets : 
Ate ap rasnan thi uchar banayas 


(And the composition he uttered from his own lips.) 


He further adds that some of his courtiers requested the Guru to add the Vasam 
Granth to the volume of the Adi Granth which he had already completed in the same 
year, but he declined to do so’, 


2. The view that the Dasam Granth was finally completed at Anandpur ts 
farther confirmed in the Report of Sodhak Committee Dasam Patshahi Shri Guru Granth 
Sahib Ji, Khalsa Dewan, Amritsar, Katak J, 1954 B. (Nanak Shahi 428 or 1897 A.D.), 

“Bachitra Natak, Chandi Charitra Vadda, Chhota, Var, Gian Prabodh ad sabh banian da uchar 
Anandpur men hoya*.”” 

(Bachitra Natak, Chand: Charitra I @& IJ, Var, Gian Prabodh, etc., all the poetic works 
“Baniyan’” were recited at Anandpur. 


8, Still further light is thrown on the sanctity and the Guru’s authorship of the 
Dasam Granth by the Report which says in clause 20,— 


If this Granth (Bani) had not been the Guru's, the ten swatyas beginning with Sruvag 
sudh, etce., and the quatrain (Benti Chaupai), Hamri karo hath de rachha would not 
have been recited at the time of the Sikh baptism ; the recitations from Ramavtar would not 
bave been given on the Dussehra days, the recitations from Chandi Chantra would not have 


“| i siaia4 staan aed waa alsa. % 3m] 

ana want a casas, aga Pasa faert ara ii B., (222) 
£ afeat a dt frm saa eett fafa a faera B., (244) 
4 ad BI wat At Fat AAP | B., (294) 
-: feat tat arate, a! ara alte ara | B., (223) 


qaqa slat ‘ay 2 32, Ze Bars! # Ae’ | 
e aA 
at al faa, srr fant, Ft AA FI op., e) 
5. aaa aes, det aha, azer, s2r, an, Tar gata, we 8a aatst a sar sata 
za ' R. 8, P. I, el. 2: 
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been given during Nauratas (the nine nights preceding Dussehra), the recitations from Krishan 
Avtar would not have been given at the Harmandir during Hola Mohalla’. 

It appears that historians like Narang, Cunningham and Macauliffe did not 
come across this piece of evidence, which is dated 1954 B. and a printed copy of which is 
with Principal Jodh Singh, now at Ludhiana. 

4. In 1944, from December 21 to December 25, on the occasion of the birthday 
celebrations of Guru Gobind Singh, there was held an Akhand Path of the Dasam Granth 
at the Akal Takhat by Jathedar Mohan Singh who was then the Jathedar of Akal Takhat 
Sahib as well as the President of the Shiromani Gurdwara Prabandhak Committee’. 

5. During his retreat at Damdama (1704-7)* in the Patiala State, between Feroze- 
pore and Hansi, it is said by Dr. Narang and Cunningham that the Guru compiled the 
Dasam Granth®?. But as Indu Bhushan Bannerjee has pointed out, the Sikh records 
no where confirm the view. The writer himself has gone through Suraj Parkash by Santokh 
Singh, Panth Parkash by Gyani Gian Singh, Twarikh Guru Khalsa, but has found no 
mention of Dasam Granth having been compiled at Damdama Sahib. Dr. Indu 
Bhushan Bannerjee himself, however, 1s of the view that a part of it might have been 
written at Damdama‘. It is, no doubt, true, as Trumpp says and Gur Bilas confirms it, 
that Damdama became a new centre of literary activities and the Guru called it “Hamari 
Kasi’ (our Banaras). The study of the Granth became much in vogue there and the 
“Gurmukhi” writers of Damdama came to be regarded as the best, for the Guru himself had 
blessed the place saying that howsoever foolish a man might be, he could become wise by 
his stay there*. But there is no evidence to prove that the Dasam Granth was compiled there. 
On the authority of Bhai Kahan Singh and Macauliffe, it may be contended that it was 
here, in 1705, that Guru Gobind Singh wrote his Bachitra Natak which was later 
incorporated with his other literary labours of Anandpur into Dasam Granth’. But there is 
no evidence to prove the same. The account of the events narrated in the Bachitra 
Natak precedes 1699 A.D., long before Anandpur Sahib was evacuated. Sikh tradition, 
however, maintains that the Adi Granth, not the Dasam Granth, was thus dictated to 
Bhai Mani Singh by the Guru from memory in as much as his personal copies of the 
Granth were lost in the confusion that followed the battle near the Sirsa. It was on the same 


1. «Sze quit at gears ar eat at to Bae Bram fas wae Nz, ATT HT gs, EAL BA ET FBT 
sig aril z1 aie sifga gars aa AL WalaMe aT 1s Taher 2 fea ata at ate = as aquiaai # 
aaa ax ax fealaan F aaa ela ue fa@ edafere at exare ales sil aT gz | ga a sz 
gare fe a at BaME eI” Rs.P. tel. 2 


The testimony is reliable because it was given to me by S. Randhir Singh, Resea 
Prabaridhak Committee and who'was one of the reciters of the Akhand Path (a continuous 


rel) Scholar, Sikh History Society, im the 


~ 


employ of Shiromani Gurdwara. 
recitation) of the Dasam Granth. 
#«According to Giani Gian Singh, the Guru stayed there for nine months and nine days only.” T,G, K., and according to Bhat 
Kahan Singh for nine months and a half.’ M, K, 1857. 

T. 8., 159; H.S. P.,.80. | 4, B. K., 190. 5. G. B., 488;M. K,, 1857. 

ae Sari eee SEM ra eg 7. M.K,, 225; 28258, R Vol. V.223, 226, 260; I. B, P. 218. 
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occasion that the Guru's mother, Gujari, with her two younger grandsons, Jujjhar Singh and 
Fateh Singh had got separated from the Guru's party’. Unfortunately the two copies of the 
Adi Granth prepared here are believed to have been Jost in Kulba Bahmani Ghalu Ghara 
in 1762 B*. 

6. Kesar Singh Chhibber tells us further in his Bansawali Nama that Bhai Mani Singh® 
came to Amritsar and compiled the Granth (1782—92B). Dr. Kshitimohan Sen, in his 
Medieval Mysticism of India, also supports the same'. Here Macauliffe also holds the same 
view about Mani Singh’s achievements*. Macauliffe, however, adds that it was compiled at 
Amritsar®, Mani Singh made a long search and cast his net wide in order to find out manu- 
seript-copies of the Yasam Granth from everywhere. He spared no pains and no expenses in 
achieving his object’. He secured five of the leaves from a Sikh, in Lahore, found folded 
three times and tied up in a piece of cloth. Seven more leaves were found with another 
person in Delhi. These manuscript-leaves were genuine, because they were in the handwrit- 
ing of the Guru himself’. The original compilation made at Anandpur was not bound in 
a single volume’. On account of a hurried evacuation of Anandpur and the sudden attack, 
from behind, of the imperial armies on the evacuees, the works of the Dasam Granth were 
almost cast to the winds. And Bhai Mani Singh collected these with the help of many 


Sikh followers and friends. 


————— 


1, 3B, K,, 137. 2. J.8. 131 f: P. P., 296 

” reeretoe oo'y saat afte? ef At eat il 
al ate aal fae at alet seer HaIZa ATA Fat | 
ata aan a0 faa OC TT 


= ¢ nr = 
dq ale Wal fag Sl ga alta at saa we II B. (375) 
M. M., 105. According to Dr. Kahitimohan Sen the Granth was compiled in 1734 A.D_ (1792 B.) 
5. 8. R, Vol, V, 260. 6. 3S, R. Vol, V, 233. 


1. qa, osleyaat at owe am faa #2 afwari 
alg aa faa ot gadt sifa vals fee feat faa afar | 
a faa mer ah aa @ a earl 
far a eT sy F SF aa Fees B, (376) 
8. qa faq osaa oft Ss fae AT TAT II 
faa fateh HAT at Age I 
de-fraz tet Tee I 
afa qa sa a4 @ feedtog @fa sar at aig i B. (373) 
qi wa aet ae fea wa Mt el 
CC a a ca 
wa oa ‘EF sy’ aT | 
aaiar a fas 725i II B. (374) 
aa aad od faa ea ari 
se vat = weak waa aa aa az faa i 
grit ale CHE I 
at ‘ama oa? gar aft fae ot ae B., (377) 


% Bz, (373) 10, 8, R. Vol. V, 161, 


om 
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The tradition says that Bhai Mani Singh made copies of the manuscript that he 
recovered, while he sent the original to Mata Sundari per Jhanda Singh to be delivered to 
Shian Singh. Bhai Mani Singh kept the copies with himself. In this way there were 
compiled, in course of time, two copies of the Dasam Granth, one made by Mani Singh 
himself at Amritsar and the other by Shian Singh at Delhi, under the supervision of Mata 
Sundari. The former manuscript copy is now in the possession of Raja Gulab Singh Sethi 
of New Delhi and the latter is in Gurdwara, Sangrur. The index of either is the same 
and their paging is continued from the Adi Granth. In other words, there is a continuity 
in pages from the Adi Granth to the Dasam Granth indicating that both form two parts of 
the same Scripture. Both the manuscripts are found existing to this day and it can be 
verified by any critic. 

7, By far the most valuable evidence is available in the historic manuscript letter by 

Bhai Mani Singh, a playmate, classfellow and a devoted disciple of Shri Guru Gobind Singh 
Ji and a top-ranking scholar of his time, who survived the Guru by many years and was 
martyred at Lahore’. He wrote it from Amritsar to Mata Sundari Ji (the wife of Shri Guru 
Gobind Singh Ji) at Delhi in April 1716, This manuscript is in the possession of Giant 
Harnam Singh ‘Ballabh’, Gurdwara Rakab Gunj, New Delhi, a photostat of which is given 
below, along with a photostat of romanized copy of this letter taken from The Sikh Review 
April, 1955. 


ae = 
LB mara FTE 
Main Al aALS wR in WB) Py 1 FS 
Lar asa MT T!s Twa feaa me Gens 
ab ore & hafard) Safer Sinmins 
RY? fi Porn rary gan 2 ars WH 18 HRV Ay 
WD FY Sek wrea BTU ew feta BITE VER 


Romanized copy of Bhai Mani Singh’s 
letter to Mata Sundri ji 


tk onkar akal sahae 


Sle wn Pifiha usage cee Re ae pH 

RE Aw BDA eras l Narva ao fees 
WHS ATA ig UES ald ue A Hava 
Bre 2 nite ge ieee Of ahs vara 
Qe pafl ua Sa we ws sarah 


Ws ta wah 3 har, A trea Rr} 
WYprEp 2 aM Ty RS (ua USA aM 


ROP Swe Hr) Hea VA afer aA 3 
TH Dae NOTIN TE 9 
TW VOR (ha W arawe cap gad oA 
“~ =_ oo ce ~ 
“yA VV 


j, 5. R. Vol, I,IV, V; M,E., 2845; P.5.,8 £58. M. 16 £, 


pij mata ji de carnGh par mani sitigh ki dandaut bandnd. bakoro 
samacar vicnd ke idhar Qon par sada sarir vay ka adhik vikart hoe 
gaea fai-auast nahi hoed. tap Ki kala do bar suni. par mandar ki 
sev meh kor Glak naht. des wie khilee da bal chut gaea hai. 
singh parbatan babanai wic jGe base hain, malechoi ki des men dohi 
hav basti me% balak juvad isiri salamat nahi. much much kar marde 
hain. gurti darohi bi unan de satig mil gae hain. handalie mil kar 
mukbart karde hain. sabi cak choi gae hatn. mutsadi bhag gae hain, 
sade par abi to akal ki rach@ har. kal ki khabar nahi. sahiban de 
hukam atal hain. tinod singh de pulrele d@ hukam sat hoe gaea hai. 
pothian jo jhand& singh hath bheji thi unadh wie sahiban de 303 caritar 
upkhiyan di pothi jo has so sthan sigh nw mahal vic dend ji nam 
mala ka pothi di khabar abi milt nGht. kartsnavtar piirbaradh to mila 
utraradh nahi. je mila ast bhej derange. des vic goga hai ke banda 
bandhan mukat hoe bhag yaea hai. sGhib bahudi karan ge. tol@ par 
sond aGhibjade ki gharni ke GbAtikhan loi gurat kid khandir se bheja hat 
I? rajatpan bi jhanda singh se bhar panei. 5 rajatpan we losa dia ts 
niin badraka bi hay. is se uth jaiwer ge. mutsadion ne hisah nahi did 
jo devde (ahi bade Suhir se hufidi karai bhejde. aside sarir di rachia 
rahi (af kuir de mahine Gydige, miti paisdGkh 22. daskhat manisingh 
gurti cak bua. judb port mart 
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The English version of this letter by the learned Giani runs thus : 
“May Almighty help us ! 


Mani Singh makes his humble prostration at the holy feet of his venerable mother. Further news is 


that the climate of this place has aggravated my rheumatism and my health deteriorates fast. 
Twice I have heard the healing parable of the tertian fever, But my illness has caused no slack- 
ness inthe performance of the holy service of the Hari Mandir (Golden Temple). The Khalsa 
no more holds sway over the country and its power has waned. The Sikhs have migrated to 
the mountain retreats, The Malechhas reign supreme in the country. There is no security for 
the (Sikh) children and women in any habitation. They are hunted out and killed. The 
apostates have also joined hands with them. The Hindalians spy on the Sikhs, All the Sikhs 
have deserted the Chak’. The mutasaddis (priests) have also fled. So far the Immortal Lord 
has protected me. Tomorrow is uncertain. What is ordained by Lord shall prevail. The 
adopted son of Binod Singh has passed away. Among the books I sent per Jhanda Singh, there 
is one entitled 303 Charitra Upakhians by the Lord (Guru Gobind Singh), Give that to 
Shian Singh in the Mahal*, So far there is no trace of the book Nam Mala. I found the 
first part of the Krishna Avtar but not the second. I shall send it when available. There 
is a rumour In the country that Banda (Bahadur) has made good his escape from the Emperor's 
jail. May the Guru protect him. The Guru's family,’ at Khandur has sent five tolas of gold as 
a gift for your son’s* bride, Recover seventeen rupees from Jhanda Singh. I gave him rupees 
five to meet the expenses of the journey...... ? These expenses will be incurred by him, The 
mustasaddis haye not yet settled accounts, otherwise I would have sent you a draft from the 
big city®, Jf my health improves, | shall come in the month of Asoj. 
Baisakh 22 
Sd/- Mani Singh 
Guruchak, Bunga. 
P. 5, Reply in bamboo stick ® 


The earliest name of Amritsar. 2. Matia Mahal i, e, in the interior of the city. 

The descendants of the Gairus. 

An adopted son of Mata Ji as al! her four sons were martyred already, 5. VPresumably Lahore. 
é. As being confidential.”* 


re 


In this document, Bhai Mani Singhsays that he is sending her a manuscript contain- 


ing “303 tales’” of women by the Guru and another manuscript containing the first half of 
Krishnavtar, the second part of which has not yet been traced out, Further, he regrets 
that he has not been able to recover so far any manuscript copy of the Sastra Nam 
Mala. The year of the composition of the letter is most probably 1774 B (April 1716 A.D.) 
as it makes reference to what appears to be the death of Banda inthesame year. It shows 
that Pakhyan Charitra and Krishnavtar were written by Guru Gobind Singh himself. This 
evidence is as definite and authoritative as any, 


—— ——< 


En 
*!', TS Bsn ALX, 


Summary : 
After weighing the external evidence given above we arrive at the hypothesis that 


(i) The Dasam Granth was composed at Anandpur; 


——S Se 
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(ji) The Dasam Granth was recompiled by Mani Singh at Amritsar, after a 
long research covering a period of about nine years; 

(ili) Charitra Upakhyan and Avtars were regarded, and recovered by Mani Singh, 
as genuine writings of the Tenth Guru ; 


(iv) Ten swaiyas of the Akal Ustat and Chaupai, Ramayvtar, Chandi Charitra, 
Krisanaytar being taken as the Guru’s compositions were in the beginning 
recited on sacred occasions by the Sikhs. 


Internal Evidence 
Now with the help of the internal evidence we shall try to establish that all the 
contents of the Dasam Granth, found in the authentic copy compiled by Bhai Mani 
Singh and now in the possession of Raja Gulab Singh Sethi, are genuine works of the 
Tenth Guru : 


1. Some of the works included in the Dasam Granth begin with the phrase 
Sri Mukhwak Patsahi Das (From the lips of the Tenth King), These are : 

(i) The Jap, (ii) Bachitra Natak, (iii) Swaiya and (iv) Sabad Hazare. 

All these four are unquestioned as genuine writings of the Tenth Guru. The Q), 
(iii) and (iv) are, as stated in the beginning, parts of the Sikh scriptures, recited daily and 


especially on all sacred occasions. The (ii) is quoted by all historians as an authentic 
document. 


The introductory phrase suggests that the Guru dictated these words (wak) to 
amanuensis, i.e. to some of his fifty-two court poets. Such a practice was not uncommon 
in those days, for, gurus, saints and other scholarly sanyasis sometimes dictated their 
thoughts or hymns to their disciples. It would, therefore, be too much to suggest that all 
that the court poets wrote were their own compositions. This introductory phrase warns 
us against such a presumption.t 


2. In the Bachitra Natak which is a fragment of his watebioarenhe the Guru 
gays !— 
‘« Just as intuition awakened in me the knowledge of the Avtars, so I composed my works in 
giving their accounts. 
I will describe what | have learnt of Satyug in my account of the Goddess (Debi Charitra),”’ 
I first composed Chandi Charitra, 1 related it from the beginning to the end in proper order. 


Then I dealt with it at length. Now I wish to re-compose it in praise (of her)?, 


1. BR. 8. P. 21, cl, 12. 

2. alag—fae faz faa Sana aft are i fan fa a2 fra aare i 
saa fa aa fae fafa ae i sad af afta et ar Bow. xiv cao) 
qfea ddt afta aart| aafaed eA Aa BATT I 
qt py at TIA ga | sa wea HR eA ass won, xiv wy 


Dr. Trilochan Singh, Giani Narain Singh and others however translate the last line as “‘It was a short version, Now I wish 
to give a more detailed version,” This translation does not seem to be correct as would be clear from examples given 
under Evidence of Style, (i) 24, in this Chapter. 
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This bit of evidence is a plain statement about the composition of Chandi Charitra 
Land IL. The first version contained 233 stanzas and couplets, while the second version has 
262. Secondly, this evidence tells us that the Guru had composed the stories of incarnations 
even as they suggested themselves to him. In other words, Chandi Charitra—two versions, 
and stories of Avtars, according to his own admission, are his own compositions. 


8 At the end ofthe story of Ramavrar, the author gives his name as ‘Gobind’ 
and gives also the date of completing the story as 1755 B (or 1698 A.D.) at the foot of 
the Netra Tung (Naina Devi) mountain, besides the Sutlaj'. It may be recalled that in the 
following year, i.e. 1699 A.D, the Guru was re-christened as Gobind Singh by his founding 
the Khalsa Baptism of the Khanda (two-edged sword). This con firms Guru’s own statement 
of the composition of Avtars before the Baptism in 1699 A. D. 

4. The composition of Arisanaviar throws considerable light on several impor- 


tant points. 
In the first place, the poet says that he composed 1192 chhandas : 


Je Je Kisan charitra dikhaye Dasam bich sabh bhakh sunaye, 
Gyara sahas banve chhanda kahe Dasam Pur baith Ananda*. 


At the end of Krisanavtar he further adds : 
Satrah se petal mahi Sawan sudi thiti dip 
Nagar Panvata subh karan Jamana bahe samip*, 
Dasam katha Bhagaut ki bhakha kari banae 
Avar basana nahi Prabh dharam judh ke chae’. 


That is, he finished the composition in Bhakha, of the tenth skandh of Bhagwat 
at Paunta in 1745 B, besides the Jamana with the intention of the “Holy War” (dharam 
judh), The phrase dharam judh ke chae (for the love of Holy War) indicates that it was 
Guru Gobind and no other poet who had the high ambition of waging a holy war. 
This view is supported by Giani Harnam Singh who says in his Dashmesh Kavya Pradip, 
that Guru Gobind Singh commenced the composition of Krisanaytar at the age of 18 
and completed it when he was 227. e. in about 1687 A, D 


a — - 


1. Sai—aend sae aaa Taal | are az faa aazaa il 
a gaz sic Va gat) ya wl ae Ag FANT R.A, (800! 
Hear— «AA TT OH AAAL BARA ATT TT I 


at umat ga wat Tat Fat FAT Il R. A,, (861) 
Her— aaa gat Tz se B Tea gael Fal 
qife we A ala wa mfaz za zt ll I. A., (S64) 


aiqgg—a a fraa afta fare | 7aA art ay ara Sale Il 
Wal 2a AAA Bzl | Be TANG Fa MAT = KAL() 


t 


_ Reu— aa a saat afe ama ate fafa ztq Il 

amt. WaeT gu a FAA a2 aHaIq II K, As (2490) 
4. Hau— Fae tar anit at araT BI FATE | 
| sat aaa ale TH WH Fe % AE ll K. A,, (240) 


5. & D.K.P., 15. 
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In Bhai Mani Singh’s Zir on 
Page 615/i (a photostat copy of which 
is given here) in chhandas 2255, 2256, 
9957, 2258, 3444, 3445, 38785, 2786, | ne Boe: by | Ls 
3921, 3922, 3923, 3924, 3925, 4800, & S. ard See. * 


a 
ke 
= 


4801, and 4802, Guru Gobind Singh, 
while staying at Paunta, says he had 
composed at Anandpur 1186 stanzas 
of the Dasam skandh. He further adds 
that he has composed more chhandas 
as under :— 


907 —-—-dDebi Path (eat 41) Bee 
875 Judh Prabandh a 
340 Ras Mandal 
134 Gopi Birah 

1576 | 

2038 Ab Ka (now composed) 

3614 


The photostat copy and its 
contents! help us to prove that Guru 
Gobind Singh composed Krisanavtar ~~ © se 
partly at Anandpur and partly at JiGekeitic? ce Hea or 
Paunta. The handwriting, as affirmed in his Guru Shabad Ratnakar Mahan Kosh 
by Bhai Kahan Singh, the great lexicographer, who has produced a photostat copy 
L isa at fea mae | Ga eile ag TU AVE 
GA WF a ala sual | saama fafa iz faa \ (2255) 
mem wal efafa set) aa guy zafaa 4 dat tl 
afeat faa aes fae gag | maa aA AT IA AEM (258) 
Fetu—ala Gta Banas daa Ba Halz | 
Hau Heat % faa saa ae alt Brg (2257) 
S—a 3 fear aica fea) ‘can Faq aa Hie AAU I 
frat @ a famed gat | ze Faw’ gt aS AAA ets) 
ggng ‘Gan’ ar feng aati tee? BHT Il (3448) 


(The above line clearly shows that the Guru himself wrote on Joose sheets and gave the necessary instructions to the eopiests.) 


qai—ae ofa act ‘ce deer i fhe fafa eft ara dar faa ll , 
Aja aga we awa tei H au ‘wa dew afe well wes) 

; B¥o Wa ASA Ul RwoYy II BIT \\ (3783) < 

atae—aght ‘“ataarface’ sara fae fala fat avai fastare II | + 

um ATT atdla sare | aT Aa & aif are ll (3786) ‘4 

gay un amifae Facer i 288 AT I (3921) 
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of another page In the same hand-writing, from the same Bir, is that of Guru Gobind 

Singh himself‘. It is also clear {rom the 

photostat copy of the Guru’s hand-writing To 

produced here. This photostat copy is 

taken from the article Afghanistan Cha Ik 

Mahina by Dr. Ganda Singh, appearing in 

the annual number of /tihasik Patra Samvat ee. d 

484 Guru Nanak=2009B=1952-53 A. D. of 

the Sikh History Society (S.G.P.C), The 

evidence is, therefore, authentic and establi- 

shes the authorship of the composition. + 

meee 2DISIL 

It confirms further that Chandi 

Charitra called here Debi Path (24+ 91) is also 

Guru Gobind Singh’s composition. as 


5. Insome chhandas of the Krisunavtar, the name of Rama*® occurs as a narrator 
of the events of the story. In some _ others, the name of Syam' as a poet, similarly 


aiui—cacraie a sla a aast | at wast | % aif oa I 
ae 9 ‘Ga vay aerar) fas fafy eft cream wa ata | (3922) 
IS Sit AeA FATA! Ferg ‘Ya Fae’ fase I 
‘al @u te Aalez aa | gala gz al WI a aar (3923) 
afew afeng sé mel ad ae ats we TATE | 
at ata ate afaa at a1 | Bae MT BI TWIT MN —(a024) 
sede & sar aaz | gar se ate alg II 


aay | aT TE CT Oe eH Te AR BEN 02) 
afqal ara 


TR || BA _TAK Gt mrs & | arfeat faa Sak II 
qe Te at ars safe ‘aifae’ ara TAIT 1 VRRY | 
aie ‘eat qs’ sox GI ata i = ea58 ‘Tan’ | 


avo ‘ta Asa’ || 224 “aT fae’) RoRS Aah |I 
#500 || aa | aT ET | feaar Baat salaaq il — 14800) 
anit gab ax waa & | eye ‘ArT ATA I aT MK I 
a2 oe Fume eel eta zt are Bl RaTaT sit 2a fama fava aga e184 
raceese css | salar ? genalfaat ¢ cea seat et waa faq elezr 
ae aa ie M, K, Vol. TH, 1252. 


2 gqaq—aa fag al eft ga st af ua Be FE TAT AAT || ow. a. (1119) 


os ~ ss 
ta aafed aan at af Ua Be GA Sl AG TA IK. A. (1180) 
Also of. K. A. (1116, 1117, 1148, 1222, 1300, 1412, 1430, 1449, 1455, 1481, 1630, 1562, 1707, 1751, 1776, 1853, 1872). 


3. wgaa—ata aa faa sua al ait aae dai wy ME Wa I Ka. (uy) 
: * a = 
ata aaa te aazqa neta at faa F ael YA zeal lw. a, csv 


Also ef, K. A. (368, 269, 381, 385, 364, 388, 380, d42 444, 447, 449, 454, 458, 1122, 1192, 1235.) 
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occurs, This has led certain critics like Cunningham and Dr, Mohan Singh to believe that 
Ram and Syam were two of the Guru’s fifty-two court-poets, who composed entirely or at 
least partly some of the works included in the Dasam Granth, Krisanaviar is cited as an 
evidence for this contention. But this cannot be accepted. 


(a2) The report of the Sodhak Committee throws an interesting light on this point 
by telling us that the original name of Guru Gobind Singh was Syam as suggested by the 
time of his birth. It may, therefore, be taken provisionally that Syam was a favourite pen 
name of the Guru and he adopted Ram also as an alternative to it’. 


(b) In his Dasam Granth Da Itihas, Randhir Singh points out that in the two 
versions of the Dasam Granth in possession of the Patna Gurdwara, there are chhandas 
which show that the pen name Ram is used in place of Syam in these two, at many 
places They are interchanged therein, i. e., the same chhand 1s associated with Ram in 
one version and with Syam in the other?, This evidence, therefore, suggests that Ram and 
Syam are most probably two pen names of the same poet. 


Dr. Trilochan Singh also affirms this view when he says - 


“The names Ram and Shyam are used in some places as pen names. Actually speaking, they were not 
pen names but poetic translations of Guruji’s names. Guruji’s name Gobind is an attributive 
name of God; so also are Ram and Shyam. In Sikh theology the three words Govind, Ram and 
Syam mean the same thing as the following quotations from the Guru Granth prove: 

Syam Sunder taj nind kion at fas aat afa diz fas, WE | 
Guru Arjan Subi (ae 4a 4, at) 


eee geateett rere 


Govind Govind Govind Har Govind guni midhan alex afaz mifag att maz oet ferret 
Govind Govind Govind jap mukh ujla pardhan Maz atlas alae aft aq Sse WATT I 


Guru Ram Das: Var Kanra (a8 TWAa, ale GSI) 
Ram Ram Ram kirtan gae. Ram Ram Ram sada sahae TA UA UA Akad WE |) TH OA TA Ba] Fee 
Guru Arjan : Rag Gond (qe 43 4, TH A) 


In all the above quotations from the Guru Granth the words Ram, Syam and Govind mean the same 
thing and so also do they in the Dasam Granth where they stand for Guru Gobind Singh, That 
is why two or sometimes all three of these names occur in the same composition.* 

1. at aasha a6 ot a1 aaa aa fre fag 2 ca aca fas dar! ge aR Te tt ar stam arr ma at, 
ax equa alee aise fra at al aa sit ma fas waz a, AL (al Sg aa faa fazer) ax (eaat 
cdot ait) BA afaar ae area A ares A aa 9 AS AIT aa | a ea Ta a at Ag Gz UA 
afr fafa @ | ax cia art arfea A ara al @ Uae at eT I R, 8. P.H, ob 13 


2% D.G.L. 26. f. n.; K. A. (1930, 1211). 


‘ *Tn the Guru Granth the name Gobind is written both as Ge 
always accurs with Ch” as Gobind. Guru Gobind Singh spent most of his life in the Doaba ared of the 
where words with “Ww are pronounced with hy? acti. Guru ‘Gobind ‘Singh daed if hat 
writings. He writes hade ade for pade wade; maru bajia for maru vajia} abigat for avigat ; Bichnu for Vishnu ‘ 
barn for varn ; and in innumerable other cases. So Guruji preferred to write his name as. Colind -and not a 
Govind,.—The Sikh Reiew, April, 1955, Page #4, ma 


svind and Gobind. But in Guru CGohind Singh's wri 
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This practice of writing a synonym for the proper noun in the Dasam Granth applies not only to his 
own name but to many other names also. In the Dasam Granth, Guru Gobind Singh writes 
Netra Trung for Naina Devi, Satdrav for Satluj, Dasmpur for Anandpur, Shah Sangram 
for Sango Shah, and Madra-desh for the Punjab, 


) ‘This cipdestion is further sescated by a tradition ; among the. Sikhs 1s that the 
name of a new born child was obtained from the lips of the Guru. So Guru Tegh Bahadur 
who was in Assam at the birth of his son at Patna, was requested to give a ‘name to the 
child. He, it is said, named him ‘Gobind,’ But when the child came to be called 
Gobind, his mother still called him by the original name, ‘Syam’, since his new name was 
similar to that of his grand-father, Har Gobind, the sixth Guru, and she would not use 
that name out of regard for him, according to the old custom among the Hindus. Thee 
words Gobind and Syam have the same meaning. Because the mother hesitated to call him 
‘Gobind’, she preferred to call him *Syam’. 


(d) In the Introduction to the Chaubis Avtar, the Guru says : 
“Nowlam telling you the stories of the twenty four incarnations as ] have come to understand 
them. 
©, ye, all saints. listen carefully. Syam is going to tell you, as he has found them interesting®’*. 

In other words, the stories of the. Chaubis Avtars is being narrated by the poet 
‘Syam’, but the author of Bachitra Natck has told us already that before writing his 
autobiography he has written the story of Avtars*, In other words, the author of the 
Bachitra Natak is also the author of the Avtars i.e. Guru Gobind Singh is the self-same 
poet as Syam. 

(e) In Krisanaviar the poet Syam expresses his desire to die as a martyr. He says 
that he is not interested in getting rich, for riches come to him from all parts of the country 
if only he wants them’. He is skilled in warfare, too, besides being a poet of note. He is 
respected by all. 


——_—_—— 


]. The Sikh Review April, 1955, page 54. 


2 saa ada saul saat | Pes faa faa at ae ATE Il 
gage da aq faa agi awa aA wal Wa alg Il 

3,. B; N. XIV. (10, 11) 
4 Garena fae aft & wt wae ge att ae are eat ll 
| qt oo wars az au ure fear af ea ze ae AG i KA. (1900) 


Gh. A. Intro, (1) 


aa Baas fey ae al 4a Hl ag I I 28a ta a aa I 


sz aa fees fags Feau adt aa cat aaa rT 
aK gat ee sr fae we asa eal ag Fag TAM 
ai mt 8 af 3 at faa wm we 7 gra Il, A,(190l) 
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A person of this stamp who is venerated and who can command money as well 
as influence all over the country, can be no other than Guru Gobind Singh himself. 
These lines reveal the great awareness that the poet feels about his own fame and name 
both asa poet anda warrior. An ordinary court poet could not have dared to express his 
sentiments so strongly and so openly. Therefore, these lines indicate that Syam is no 
other a person than Guru Gobind Singh himself. 


(f) The poet concludes Ramavtar with the verse : 


“Of all the doors, I have chosen to knock at Thine, 
Thou shalt honour me by Thy protection, Gobind is Thy slave.” 


This is a clear indication that Ramayvtar in particular was composed by Guru 
. - . * ’ » . . . . et rent 2 
Gobind Singh himself. The date of its composition is further indicated to be 1755 B. 


6. (a) It is on the basis of this assumption that we agree with the report of the 
Sodhak Committee that Pakhyan Charitra* also is the Guru’s composition, in as much as 
the pen names Ram and Syam are also employed in it for the author of the composition’. 
The chhandas 14th of the 28th tale, 22nd of tale No. 122, 10th of tale No. 401 bear out 
this suggestion’. In particular, the chhandas 19 and 32 of the 109th tale contain both the 
pen names Ram and Syam indiscriminately’. 


(b) In Pakhyan Charitra the pen name Kal (@fet) occurs at three places together with 
other pen names.’ This is interpreted by some to be the pet name of some poet 
Kalidas or Kali Charan, but this seems to be unwarranted because Kal (#1) cannot be read 
as Kali (1a). Randhir Singh concludes, therefore, that this ‘Kal’ is another pen name* like 


ara gant esate BS omeal garter 
aie me at as Ba maz Ta gare ll Ra. (sos) 
2, Tigg—aaq ar aaa aaa || aS acl fam gaara 
aq safe aft sa gaa i aa whag ag gNet | w, a. (300) 


3 The reader may recall to his mind in this connection that Bhai Mani Singh had secured 303 women’s tales and sent the 

manuscript to Delhi per Jbanda Singh to Shian Singh through Mata Sundari. 

4 DiGer, 28. 

5, ‘TA’ wa fat faa an sty Feral ae! Pp. ch. 28 (142) 
g af ‘ery’ gta war aa at wat FAT HN op.ch., 122 (22, 9) 
zee fafa aia faq ma wee ve fra % at | 
q af ‘eA’ Gea wal aa oft) BAT) OAT Il oP. ch 401 (20,2) 

6. yas ta Be HAs af wa gar wal al Wat | P.ch, 109, ay, 3) 
aa Wa ale ae, al amg wall at Aa Ales BAT op. ch,, 109 (92,4) 

7, aft a wel gual aaa a aical ait | 
aula “AA? | La wal, aq ét Sar WaT |] P.ch., 195 (29) 
aga aa at gat 2 ata F aa | 
qf ‘ae’ aa al wal Rt SIT FAT Il op. on, 217 (2) 

8. D.G, 1., 28: 
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‘Ram’, ‘Syam’, ‘Hari’ and ‘Gobind’ of the Guru who had a special feeling for the God’s 
name Akal Purakh (=r 9x) or Akal (area). 

(c) There is also another bit of evidence which lends support to the view that 
Pakhyan Charitra is also a genuine composition of the Guru. We noticed in paragraph 
I, above, that some major compositions of the Guru begin with Sri Mukh Wak(a\ aa ar). 
Compared with it there is another phrase : “Thus speaketh the poet*.” It suggests that the 
poet himself employs this phrase spzaking of himself in the third person as the poets in 
Persian and Urdu have been doing from the earliest times, While speaking of his birth in his 
autobiography, the author writes not the ‘story of my birth’, but the ‘story of the poet's 
birth’, speaking of himself again in the third person. But at the same time in the 
same context, five lines below, he writes, 


“There was I born in the city of Patna*’’ 
In this way, he confirms our view that the word Kabi (#fa) stands for Guru Gobind 
Singh himself. The phrase ‘Kabi bach’ or ‘Kabyobach’ occurs twice in the Bachitra Natak. 
This leaves no doubt that the phrase ‘Kabi bach’ or ‘Kabyobach’ is adopted by Guru Gobind 
Singh for himself. Now avery similar phrase occurs in Pakhyan Chritra at the end 
as the title of the epilogue: The poet’s plea (Kabyo bach benti seal aa aadt)s. 


_—— 


A GDR 3s; 
(i) aaateat evaft we aax wi a az | 
ae Ft BH et aut ‘at (God) a a AS it p.cu.228 22) 
a a eat 6 ad, AS ATA TA Wp. on 189.019,2) 
qa aka om st om OS ‘eat’ BEE I Pc, 193.(7,2) 
al at fhe wim alae’ oma mMAE) Pen, a2 (19,4) 
a0 ‘ef? fas oak o@ eA oar oace F ara 
fet aH faa eet met fas maT K. (1000), 
(1i) al gaty ‘eae? 265 86a aa Gta Wel op. Ch., 227 (11.4) 
aaa =| “ata Ga wa aq & war gam Pp. Ch., 296 (11, 2) 
gra Fa? oat ae mt oat at wat faa | p.cn, a0 4.9 
sal andl ‘za’ aly sacl fea faa mR ll Pp, ch, 19 (1, 1) 
ss ala ata 
qeu— ste wa # st aft aaa sar fac fears 1 
qa at t4 ad 2 FI GT SE TIT i BN, vi wo 
ala ara 
qet— si fax aa al a sar at af a an ae i 
at fae TJ at fanz 2 sia aT at wf it sw (59) 


a. ay ala WAR HAA B. N., VII, (head line) 
4. atg— Fal WHA eA WAT | Var ax faa wa wat HI 

We een at a are vifa wife TeaA ga BN vITY) 
4. Heat Ara aaa P. Ch. 405(377, head line) 
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This epilogue is in twenty-six quatrains', In the second quatrain, the poet says : 


Hamari karo hath de rachha, etc. 
‘© God give me Thy hand of protection and the desire of my heart be fulfilled, 
My mind may remain attached to Thy feet. Protect me as Thy own. 

Throughout the epilogue, the poet uses for himself the first person plural Hamari,* 
Hamara, Hamre‘ as is the fashion or wont with him in other books’ as well. The trans- 
lators invariably render this in the first person singular. In other words, then, it is Guru 
Gobind Singh who after finishing his tales of Pakhyan Charitra offers thanks-giving to his 
Creator, using both the terms Kabi and Hamre for himself. 

(d) In Pakhyan Charitra we find echoes of the Bachitra Natak. There is, for instance, 
a swaiya in Bachitra Natak* in which the poet declares his faith in the sword : 

“In this Kali Age and at all times there is great confidence in the powerful arm of the sword.” 

This faith is further affirmed in Paknyan Charitra’. 

There is again a couplet in Bachitra Natak in which the poet says that the grace of 
(God works wonders : 


“The dumb would recite the six shastras, cripples would climb mountains ; 
the blind would see; the deaf hear ; if God would only favour®.” 


The same couplet with a little change is transferred to Pakhyan Charitra’, 
There is another echo in Pakhyan Charitra of an early work like Chaubis 


Avtar : 


“There is one spirit, one reality assuming forms radically different from one another, 
Verily, He is in the king, in a petty chief and in the pauper’.”* 


1. In certain printed texts the number is twenty-five. 


2-3 diqg— endl at ga f war | Wa ee Pa A sar I 

dq ataa Wa Ce FART! BAT ara a MATT HP. cn. 405, (377) 
7 gut gue ay qa aE | eubaccnevesticsenasessscsese eee i P. Ch, 405, (378) 
5. der—ad} saat HEC RTT HTT 

amt oiaet aR (Ge OCI OEC SATA NP ch 1) 
é. aaia—ae att faa a afe sife ada aaa a gat atat 


y ~, 
wea Harare ena F ataysa Bt waa) pw, 1 (02) 
aaa ware ate fetta stant aart et arat aeratl p.cw., 1 (a7, 4) 


s. qe wt waa af fi fea aie omg 

aq aa wad ga WW wea fe Wel Bw, 
a, qe ot sat az fat ima ae Tz Il 

sq oad ato oat wt ga at Faz i pen, au 


10. q—ose RTH | MH WaT WaT FE AIT oon. A, titre. (97) 
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The same idea is found in the same words in the epilogue of Pakhyarr 
Charitra’, 


(e) In the prologue to Bachitra Natak, there is a swaiya in which the Guru 
Says : 
“It is difficult to win the Grace of God by any means otber than prayer®.”’ 
The same spirit of piety and devotion is found in the same verses in the Pakhyan 
Charitra. 


(f) There is another similarity between Pakhyan Charitra and Ramaytar. In 
Ramavtar, the poet, instead of giving the whole story (of how King Dasharath granted two 
boons to his wife), has made only a passing reference to it as according to him, he himself 
had already dealt with it in Bachitra Natak and also in Pakhyan Charitra’. 


From this it is evident that the author of Ramavtar and Bachitra Natak is also the 
author of Ramavtar and Pakhyan Charitra, 

From this sixfold internal evidence, besides the external evidence given above 
on pages 3 to 8 we can safely assert that Pakhyan Charitra, too, like others is a genuine 
work of Guru Gobind Singh. 


If we add to these the epilogue to Pakayan Charitra, the evidence appears to be 
conclusive. The last Chaupai known as “Kabyobach Benti’” is one of the five daily 
prayers of the Sikhs, This, “‘poet’s invocation’, is also used for preparing the Amrit in the 
initiation of a person into Khalsa brotherhood. 

This is also corroborated by the Nirmala view that the internal evidence of style, 
_ idiom, and general form of presentation bear ample proof of Guru Gobind Singh’s author- 

ship of Pakhyan Charitra’. 

All the facts mentioned above clearly prove that all the parts of the Dasam 
Granth were composed by Guru Gobind Singh himself, Most of his works seem to have 
been written while he was at Anandpur and even the work like the Pakhyan Charitra 
came from him, If atall, any of the court poets had any hand in the composition of 
the Granth, it was purely of the nature of an amanuensis. It is quite possible that the 
Guru dictated his poems to his court poets. This does not necessarily mean that they had 
composed any part of the Granth. The personality of Guru Gobind Singh, is indelibly 
stamped on almost every line of this Granth. It may, therefore, in the end, be said with 
confidence that the Dasam Granth is the work of Guru Gobind Singh himself and of no 


body else. 


M qs —U EI WaT Ba | wat uatT YA | | P. Ch. 405 (304) 
~~ r = r St a rw y : 
aa fatafaa fad a ah GH tt ga aH foe | BN» Ecol) 


3. P. Ch., 266 (14) 
4. ga i gs da at) ma ag faaR 4a a FT II 
mel Wes wa alta Far! sa ela ate ate Sat || BA. 07) 
Cf. B. N. UW, (20, 21); P. Ch., 102. 
5. P.S., (59) 
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AUTHORSHIP OF THE DASAM GRANTH 1g 
The Evidence of Style 


The saying that style is the man, holds good in the works of Guru Gobind Singh, as 
does it in the case of other poets of note. The excellencies as well as the peculiarities, 
manners as well as mannerisms, imagery, diction as well as metres of his works, bear the 
stamp of his versatile genius. In his treatment of different themes, the Guru consciously 
or unconsciously projects his personality in his works and gives or lends his personal 
touch even to conventional themes. The unity of style in all his worksis afurther proof 
and internal evidence of the common authorship of these works. 


(a). After the manner of ancient poets and dramatists, the poet begins his works 
with an invocation’, not, however toagod or goddess, Dut to God Himself seeking his 
blessings in his adventurous song. It is a poetic convention that he has adopted, but 
with a different note that is ringing in the voice of the rebel architect. He ends again, 
- Ramayvtar and Pakhyan Charitra of his works with a thanks-giving to God, expres- 
sing his gratitude for successfully accomplishing the work with all the humility, as a slave 


to Gods 


(b). (i) A peculiar feature of his style is his Sirkhandi Chhand which is his own 
invention in Punjabi literature. This is the sole metre of Chandi-di-Var*, which is composed 


a ~ — — — —S— —— --t—it Oe 


1. geu— iret Gas] aT ssid soe 
qa ost ofa og gh gis HME OATS | ow a) 
aeu— saz CTA Ss (A OA ote rat 
Tt 0Oafta aT TATE I cnc (3) 
qeu— ah Rae fee ara 
a0 amt aT TIT tg. wt, G7) 


a au ald ATs Hat aet ale Gaz faqz | 

4 ae eM HT aaa fer TATE | oR. A,, (509) 
aat— sss We me MA A aAt aq A FH Bra acaét saa 

UA WIT Wa wa HAH He Fa oH a AAA | 

fais area az aa gg AT se aH ce a apaayl 

af sagt fear, gad eit F a sear aa ae aera Al 1c. 4. 03) 


a 


qeu— aT TE OS TET aerate I 
ae Te WW we aa aia se Galt |i R.A, (864) 


az— A afar aa wm fear i gee | eT de arr II 
° = ~ © Ss ~o 
wt alee tt WT 8 alel ga a fae fasrgs FEM p.ch., 405 cos 
5. faei— sss sett asl fasat ta & | gle foray ar ae arAat | 


~ a "pre = > > See * 3 
ay AN Aa Fat a TAM aw ee ot Te|aa ala Il ch. v.27 
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in Punjabi, in 55 verses. This chhand has also been employed in Ramavtar', and also in 
Nihkalanki Avtar? while these latter compositions are in Braj, not in Panjabi. In his times 
no one else employed nor since then, has any other poet employed this metre in 
Bra}. 

We may add to this, his predilections for Persian Phraseology, which he introduces 
in Braj versification, This again was a poetic idiosyncrasy of no one other than Guru- 
Gobind Singh himsell2 

(ii) It is customary in the use of the Arilla chhand to add a particle to a word 
in the very last line. Sucha particle is the peculiar mark of a poet who uses it. Invari- 
ably while employing this very chhand, Guru Gobind Singh adopted ‘ho’ as a sound 
particle. This is found in all the specimens of Arilla chhand, used in the Dasam Granth:' 


This stylistic device proclaims his’ authorship of the works in which it is found. 


(iii). In the course of his treatment of a subject the ‘bei when, shins is dealt with 


lL.  faragi— a qt Bsa at assist | ash ay RI aT eaeT | 
a amt =o dae | as sry cut aaa att lr. a. uen 


For further references see R. A., (468,469 A470) 


faadst— as az qual aa area lay am iat aH qae| 
zt fagqa fait wad Rat | aa wT st ger suai w.a, az 


Also cf. N. A., (180, 181) 


“  wmadig?—adiga fasad, aiga wad | | faeiga Aa, SATA ATI yup. (129) 
ARG T— GGA = FATA aa | = taafearr AAA I 
giqat_—s af area |e etSsdPae AT BNR. A. os) 


For further references see R. A., (55-63, 665-88) 


aaI— aT Et BA Ada amer a aa GA s mer 

qa sa aiiaa faay afin fea al @ BU area 

uw AZAR ST aaa a4 (aH | 

wre ost 86oage, gd fast aa ag gta fA Sat TAA I KA, a0i7 
Also cf. A. U. (260). 


safsa— ss - a1 wa aia UA qe | fa wal ata gl FAAS | 

Hq aa sa H EA BA ETT E | al Ta TS oft aie WAI TE TUB. N.avy, ( 
sfsi— wa aT at are age aft weit | ay ala 4% ae TA Se AUT | 

ara fata ay ale ag A salt glean ass am ata sitar ardie ll 8... (37) 
afsa—- afta Hear ala eH at ce call ata fala é at a en faa war | 

FU Ba Be UT EA TK STs | 2 BIVET ABT — feqa gaa ASNT IK. A, (283) 
afsa— re aie ah ae att 3 i2\ faa faa faa g oH aca zatua ae | 


at arn Gar waza at ae Gla zita da sore feale faaae F Ul p.cn,. 265 ay) 


Senapeti hae vsed ‘ji’ as a distinguishing sound-particle in all his Arilla chhandas. 
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one point takes up the next, he employs certain phraseology, thereby giving a hint to his 
readers, though inadvertantly, of the change-over’. 


(c) Lest there should be created any misunderstanding in the mind of the 
readers at some future time, the poet cannot help telling us that he does not believe in 
incarnations, gods or goddesses of Hindu or Mohammedan religious books : 


(i) While treating the story of Ramavtar, he says, 


“Since I have embraced Thy feet I have paid regard to none besides. 

The Puranas and Quran, Ram and Rahim express various opinions, but I accept none of them. 

The Simritis, Shastras, and the Vedas all expound different doctrines, but I accept none of them, 

O holy God, by Thy favour it is not I who have been speaking; all that hath been said hath been 
said by Thee*’’ 


(ii) Similarly in “Introduction to his Hindi translation of the Krisanavtar”, as 
Macauliffe puts it, we find the touch of poet’s personality when he says, 


“T do not at the outset propitiate Ganesh; I never meditate on Krishan or Vishnu; 
I have heard of them but 1 know them not; It is only God’s feet I love.s”’ 


(iii) In Krisanavtar, he has created new characters: Kharag Singh, Karam Singh, 
Anup Singh and many others with ‘Singh’ as a second part of their names‘, for which there 
was ample scope in the account of war in which many heroes and warriors played their 
part, But there is no evidence of such names in the days when Krishna lived. It was only 
Guru Gobind Singh who could venture to take the liberty of using anachronisms. There 
are other similar instances also in which we find the touch of Guru Gobind Singh. 


(d). Now we shall see that certain verses and words which are favourites of the 
poet, help us to establish his craftsmanship of these works. In Baciiira Natak, for example, 
we find these lines :— 


Nahin jan jai kachoo tup rekham, kahan bas toko phirat kaun bhekham 
Kaha nam tako kaha kai kahave, kaha main bakhano kahe mo na auve.® 


— —_ ee 


Ms malta og fea ay Well 4a Wa ala AF qe 13 {} Jallundhar A. (12) 
ofa par q aya We (| 3 Hy Bal faa faa q 13 [j P-@h., 109, (22) 

2, qAI—Ws TA ATA Gutaad HR sla at aa! saat | 

Ua dia mia aa HAH Fe AA UH A AMATI 

fanfa atad az aa ag We He eH CH a aTAgT | 

at saga fa gat ait aa weal aa aiiz aeraay iB A. 1863) 
ttai—a a aaafe fran vars | faa faa wag ae faa | 

aia ga oleae a faaatt far anit at qrgaar §- 49! 


- a 
l Date 25.5: G2 
( Accession Nol.) : 


- 


— 


4. See K. A, (1352—1476) 


fa aTe oy fry rt Class N@ cccoscececse * 
may aif 1S BESTA | Ter ara aa Mee FIAT AAT II te ti i = 
Hal ae areal Het H BATT | HET H ASAl FZ Al aA BAM ow.w., 1c Lp we Wty | 
— NMENT 0 5 ee 
el 
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These very two lines are repeated in Akal Ustat, with a slight variation in two 
words only'. . 

Happily, this very stanza occurs again in prologue to Gyan Prabodh? with no differ- 
ence at all, and also in Pakhyan Charitra*. 

The context of all the four is the same an invocation to God in the same mood and 
spirit. The sameness of their author is unimpeachable and it leads us to hold that all the 
four compositions (Bachitra Natak, Akal Ustat, Gyan Prabodh and Pakhyan Charitra) in 
which this stanza occurs bear the stamp of the author, 


There is again a verse common between Akal Ustat and Bachitra Natak : 


Kite Krisan se keet kotai upai‘ Kite Krisin se keet kotai banaeé 
(Millions of Krishnas are created there.) (Millions of Krishnas are made there.) 


(e) There is another common point of similarity in Akal Ustat and Upaytars 
(containing incarnations of Brahma and Rudra). There are two verses rhyming together in 
the 38th ehhand in Akal Ustat, which is again found in the introduction to the Upavtars. 
The only difference being in one word ‘Bhagav’ in Akal Ustat® and ‘Nam’ in Upavtar.? 

This similarity also points to the same conclusion that Akal Ustat and the Upavtars 
are from the same author. 

Again, a line found in canto XI of Bachitra Natak (Apni Katha) in the description 
of war in which the Guru himself was an active participant appears without any alteration 
in Chandi Charitra 1] in which the exploits of the goddess Chandi are narrated®. 

Expressions like these, repeated in almost all the works indicate the oneness of the 
author of all these compositions. 


(f). Apart from these common verses suggesting common authorship of Bachitra 
Natak, Akal Ustat, Gyan Prabodh, Upavtars, the DICTION of the poet also pravides 
evidence of common authorship of works like Bachitra Natak, Akal Ustat, Gyan 
Prabodh, Pakhyan Charitra, Avtars, Swaiyas and Sabad Hazare. 


1. adi ala STE ay BIT ara ala fee Hea Fa II 
ET AIH Aal HET H 714 | FEI % AATAl ee Ga aia I| A. U., (93) 
2. aéi aa ae Faq BI tal ar aa Tal fet Hea Fa" 
FET AIT Al El He HWA | FEA Taal Fe H A BMA c.v.@) 
3, adi sifa sis ey aT Carl esr ara aval fae stat WaT 
aet ala aqal eet Fp Era | HT 2, Taya ne ut a a4 P. Ch. 268 (87) 
4. faa fea a plz le SIT || A. U. (16) 
5. faa fara a ale Re aac | BN. 1 (72) 
$. st wa fear walfag wana a a aya | 40» (38) 
i. az ua faq walfq wa a a FA || Up. Ay Intro(12) 


yy) BeN., XE (48) 


& 


cat 0 HCY eT StF ala 
‘This verse is found repeated in Ch. Ch, I, (162). 
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(i). As a religious reformer Guru Gobind Singh condemns what he regards as 
corrupt practices, ceremonies and customs. He expresses this attitude of his towards 
them, by employing a set of these words: jar (AZ), past (74), and miurh (3). 

(ii) These very words jar (™2), pasu (qq) and murh (q@) are made use of under 
similar circumstances in the secular works also of the Dasam Granth’, 


Se er 


l- 


ws 
Sqtaa aa saaas ata feu faa wa a tI 


(i) Devotional Works B. N., I. (98) 
: qe Gl Waal % ag, Wet A KAGE AMET | B.N., I. (99) 
aa aie a 2 gf se art efaat wa amt 8.H., (5) 
aT i ral fag 2 x aS alle TR A 2 21 §. H. (9) 
acean fat at ag, Haae aH at af He | . (15) 
aq i aa Aad wal Ag, Wah Ha Baa a Ge | S. (18) 
at anda wfaat a ae we, GA Ata gag Tag | S. (20) 


For Further references, see 8. (24, 30, 32) 


(ii) Secular Works 


ate yaaa 2 a Ral BS AT FANT ig Ge Atel 
ala 21 ala TAI ITH AS aA CI WGA FH Fa Tato 
aizt at dia fraraa 2 ag ara sel aia wt fats &2 I 


P. Ch, 266, (12) 
P. Ch. 266, (22) 
P. Ch. 266 (56) 


faz as FF sretfas aa alea a fe aa ae K. A. (2376) 
ain ae zie wal var ae ae fava frase K. A. (238") 


For further references, see K. A., (70), P. Ch. 37 (11), 48 (2), 80 (0), 92 (10), 107 (5), 120.(15), 145 (12), 186 (12), 171 (15), 
196 (10, 19,) 213 (22), 228 (18), 282 (9), 235 (18), 238 (12), 239 (10), 251 (14), 255 (9), 312 (11), 341 (7, 9) 364(11 ). 


Te 
(i) Devotional Works «= A-SI Ala Hl Bag A gas TA mA S, (29) 
Sq t Fa aaa weg sia al NT AHA FI 8. (42) 
als gala tt qua @ 99 4s faa HI GHA area A. U. (8) 
iva Ha wazaa 2 gq ae wale a wats 8. H. (3) 
(ii) Secular Works Ya tha aaa aa ge se H df yaa aal esl D. A. (492) 
qa wal vq aa ga fat ga Wa AT 
mz fae aff aaa faa a fohat aa P> Ch. (13) 


agfats at gar fee at 1 at am WE9g 91 
gata faaqd slat sy ad ag afeaa a Ue 


P. Ch, 275 (10) 


P. Ch. 266 (21) 
HG 
{iy Devotion Woks AT BAN Ag eg ae ast a fs aes aI B.N. 1. 1:98) 
aa aia Ha ta alle dt | war alsa Haag FAFA | B.N., XI (3) 
toa ye aq wy aft sia ez wr BRAT 8. (25) 
tuage ays zat qa ae wat fee oa garayl 8. (7) 
Hg &F het a year BATTS GAT a Tle TIF US Tie aT eI A.U. (7A) 
aq wa sia sda aie | aaags fs a fda ate A. U. (233) 
ea are at ae ala 3 faar aaa ala Bt fra at rare at) a. 0. (83) 
ee He WA yal ata | af fag art aa fatal av. sd) 
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(g). The poet employs the names of the weapons of war for God Himself. And 
this he does not only in his devotional works but in his secular ones also. These weapons 


are Kharag (ast), Kati (alal), Katari (Hz1al), Asi (aia), Bhagauti (wiki), and the like’. 


—_ 


(i) Secular Works 2)277_ 


ee 
—$—— 


- — — 


ferent | 
Pcie 


CHF 
qe 


a war iW a ata 
qf aA a} ata wat ar a 


wa — alte wer sre AAT aet EL ES Ale SATSAT TT ATA ST BT STE AIRE | 
BAT TAI FET He al g aa aw | Fal AA a al Ba ae stl 
aqe— «sss STC TTT 
aoa wt ae ww ae oa He fraft i 

feu— afte qe aat fiat wnat az aff Ae | 
saa sat si fa ata fa aft tail 

je— aftafa aq faa sem ale erat ait 
at ¢ & fara azat a ag faarft i 

aeu— ita (RA age was af TE 
nal am faa qe gts ot mE I 

ae— asta tT OM RA OTE | 
aq at ut 7 at fax zag ll 

aeu— ss ae aT e wy 0 aaa aR farang | 
giz sar af aa wat @% Want I 

1. fet— saawartCit GTC a Sift Pag ale 
ga ott Ofte ee HEE 


gan saa-ag ewedt Gaeat ace! gal sel wT aval Paarl FANT | 


ae Gaia te ge AW leg sa aid ae ta Ta! 


qa gad-aat @7 owe fee ser 1 ear ea ea ag fata | 


alaur— 


agiaadg amt Te afta yim aig ale ard faariea | 


ata ate | aR GK THAT | 
aaiat Haart it atta tH ATT | 
sa fara au 7a hn: (i cd al 
FTAA wala HL aa alt eTaNE | 
gq fala del ast a7 qar Be iz | 
ah aici Heat a2 amz diz | 
ai aat Hai qt aay RATT 
ala faaay EC wf TT 
ato ae a6 al | 
dal 7rd ae cl au quat Bz feqre | 
faq att face ot wae a fase 
fac ae at 4 Bat qa Wadd ae = aay ! 
sais 
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P. Ch, 170(4) 


Kk. A., (39) 


pra, 
P, Ch. 45, (9) 
P. Ch., 90 (7) 
P. Ch., 87 (7) 
P. Ch., 105 (16) 
P. Ch.; 143 (30) 


P. Ch., 168 (28): 


B. N., E. (1) 
B. N., 1119) 
B. N., L. (87) 
S$. M. (1) 

5: AL. (3 

S. M. (3) 

S. M. (4) 

8. M. (6) 


Ch. V. (1) 
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(h). The poet has also coined a few martial phrases which are found i in several of 
his works, both devotional and secular. These phrases are :— 


Asipan (slaqra), Asidhuj (afaas)',  Asidhari (afaard)', Asiketu (afaea)’, 
Kharagketu (@enag), Chhatram-chhatri (gaaai)’, Satram-pranasi (aa-surehy’, 
Sasatrapane (a@aamt)’,  Asatrapane (qaqa), Dhanurpane (qacaTeat)”, 
Kharagpane (agaqm)", Kharag-dharam  (eaeratt)”, Banpanam (ara-qrat)™, 

Sarangdhar (artayz)"". 


1, Tz 72 44a 4 gut aa a aR Hla at wal seat | 

TH UI WA sa wan Fe wa He A arAat il 

fasta araa a2 aq ag fe st eH eH a Saal | 

al ‘saga? fear aatt ah & a seal aa ate garaay tl x. a, (sos) 

ay 4 @ gh wlta | masa a ara faaity | 

os WaT eat 9 gear | att ‘faye’ 9 altag CeSl Il P. Ch, 405 (381) 
at ‘afaqa’ Sa ae lear [Rl BUT Fa adaeayr ll 

qaaiga et TF asl qa a faa fasma asi p. Ch., 405 (403) 


te 


2, fafa fae fast fa fafa ace fart | 
ch :  ) a Me) TaTaAaRe |! 
Tat = faaart «teat Bafa aTT ‘sear? | 
at afia oma amit oa aff Fe saiisu,w 
‘, agit sac a aefa ata! al ‘afeate? aaa & arn | 


alam ata at as afima | Hz Zar aera Al Wel Ul Pe. ch. 405 (374) 
. aera % acta feet i mg aa 2 ae sad | 
Bq alk Ee alg were | gue ate a ae AaATE Il Ch. B., 405 (401) 
6. fe saat fedt € | fe ‘aie 2 
fe en wad | f& aaa BAq || Jap, (108) 
: ae aaa = “aa sya’ | laa Hlaet ange fare | 
amet fanq aaa adit | ater ate aga wa I tp, a9) 


ayn. wat || Aa | AY SHTaET I 
aat 9 geaftrarat i aar aeATa II Jap. (52) 
10. ‘aqua’ = =6faaaTa arate aferefaaete afar | 
al onfade = teeta ae EAA Hos 
i. eal UH silat Baat aaq’ || wetzaza HEn{TAY | 
fate fret a et fear | acid sal ‘agaga | BN.) 
* qa cata al ‘@eTa’ | aet cH aT act faraaic | 
vat Use alae = aaast | ant faefeard ant faegist | ay, rs 
13. va “MOT | val erat | aat Zaza aa Wasi | Ba. 1 wo) 


aut asy dd fant Fe (wat GRE Gat facie | 
qa ayy vat Teata | fa Steg atastd Pata | ww. 17) 
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(i). ‘There are a few expressions, words and phrases, which occur here aid’ there in 


different works, both devotional and secular, which seem to be peculiar’ to" the® poet 

and are seldom found in any other poet’s works. These expressions are :—. | 

Bhagauti (aitiat, amsat)', Granth badhan te ati daru maniat or Katha badhan 
te adhik draun or Katha bridh te mai daren ete. (iq aga 4 atte 
es nitiaa waal wa aca 4 afta sus saat | ear faa 7 oa <0 
saifz), Deg  teg (a a7), Bhut bhavikh bhawan (ga alta wate)! 


it. aqt waa fangs ant faaeg fatal 
SAMA 8s wads Avista! 
ag sa saa ae wafeN WHA | 
aaaazi whan safez aeza! 
ada ANT? BST SATA | 
atat ata aga faaia aa aaa Ha eT TAIT |G. (85) 

1. al Marsa’ at Wels | ch. V; 8. M; G. P; Avtars. 


(first line) 


faq ‘amtdt faac # am aap af franzlanv.ai 
ae TSA GUT Ae. qt Ara AA | Ch. V., (58, it) 
ag faut Br ait TVardiaa | ‘A ar aaa a Bla Se ATA? |v. W., 11 (06, i 
at fia Sa aH was wat aga a Alas STH Ml BN. 1 (19, iv) 
‘egy faa a A ett sel HT aeTA’ | 
faaa sata al at a wai fara Surej A. (27, 3) 
ait gq gaat at aft aa ‘xa aca F afte ECF I 
art oat oat sat aa ele fa Ag BAT! P. cn, 320 (0) 
St aa aa aft war gatH ll ‘aa aga FT Bfas SUH ll pv. ch. 405 20) 
3 sqal aa ga fa Riga ga aa eae AAI 
Qq ap an & aa sal ce ara gfe wat A TAI Ka, (430) 
(This verse is a part of the Reh Ras, an evening prayer, of the Sikhs). 
faitaa ust ee aT ll aa ea? seule alt git [| B. Ch, 304, (1) 
wag wa ga faafa atrar ar ae et site WAT |p. ch. 307, (2) 
This expression is also found used in the following verses impressed on the seal of Banda Bahadur (1708—17i6) and adopted 
by Maharaja Ranjit Singh for his eoinagze, 


aq aq we aac @ FTI 
qed aa ae ge wife faa 


od 


‘. qa afa@ aaa’ % yaa wea Ta al a Pre 
sfiqa ol ana aa fag aa ee aa % ae fens its. 0, 29) 
q ‘aa uta Wate’ afaa i a.u, (98) 
os Sc | ‘afafea WaTa’ il B.N.1, (8) 
G qT ‘afra ware’ Waa tl B. N.1,(9) 


qa aftea waa war ae WI Hea toa 2 BU p.ch.217(33) 
diz wa an atta “Ya wfaa Wa ARIE Av, (24) 
cqa fae aa’ aan ae ve % 2 7 BT AAT Ul a. v., (7) 
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Ant ke dham (3a % ata)’, Jatra tatra (3a aa)’, Disa visa or disa bidisa 
(far faar saat far fafrary, Afju (ama), Phokat dharam (ez 
am)’, Jimin jaman (fatta wary’, Dimbh (fea)", Z'awan (aa) 

aA aiqa wat 8% «At 6a One Oadt ont faank | 

aia at wm wt faq wa 2 ‘aa % aa’ feat s.v. cas) 

qa aa «Mee oat fat sa gt ‘sia Hoare’ fase ia. v, con) 

eal | Ut gt al ax fea a ‘sia # 4TH’ qaTz ZHI |! K. A., (1665) 

‘Ha aa’ fear far gz feast FART | Jap, (80) 

‘sa aa’ 30s fear—SséAT fae 3 Ara Faqta |) Roden. A., (116) 

‘aa aa’ fear faar favs eis fare | sia sia Bal aE WT Za 2q TER | 

STA Slat Gay at at qa $ WF || Vilar aa alt wa ale = HEA || Rudra. a. (129) 

Ss 6 qa far faa gz Ffaar AAMT | Jap. (90) 

aaa at est sem se Ba Eg ta g's ge wal fear Par aw HE! wa. (00, 

aT ait gq ‘fear fafear afe osm at fae Fe DIK. a, 222) 

we 6 UE BURR tT ae usin ‘fear fafa’ of 1 ay,1 Go 


» This Persian word is used in Dasam Granth throughout to indicate total number of verses and to show that the matter je 


continuous, 
ay Hae qa” rat 4 STA | BN. 1. (63) 
lat a Fat Tals F ‘Kaz gry’ faz | BN, VI (47) 
‘ae ty wal at ow | gaa att BIE RT I B.N. VI, (49) 
‘arate aT WMH | ‘Het aw’ a ast adinn VI, (87) 
‘gaz oma? fa a at | ate ge wae & QTEl | BLN. VI. (58) 
faa tee aa at aft 2) a faa fafa A aa @ | a. u. (19) 
“let aH aa’ aq a ca ce et a faq ds SHTAAT | s., 13) 
av al St eg osm oar ga “Glez aw at eq aTét I s., (18) 


‘gine wa? wal gedit ogo ga fear afr ale TAIZ | s., (19) . 
a AT ete aH) ay (24) 
‘Raft <  -aara’ ah faa ane UF we 81 ag: (166) 

tet act | sat eT Fata me al | a. v. (os) 

1 oe) a qzaag wen xe | 

‘faalal war uw Sak TAL WANE | g.N. (71) 


at fat me g aaa sant fea faa 4% a Bill py. vi (60) 
ae oat fea att am # sate mm quale TATA | P.. ch. 206 (24) 
a aa farsa | a fed fern | a gaat sam | a Heat FIT w. w., vr(ox) 
a 3 or a fea fret | ana af osfe ge Wa) BN. vr (67) 
at eH a wat sat 21H aa afte sz ate gf z | 

a Sl Tg aay a amt i aH a a xg GEA | B.N., VI (92) 
GH fT a gat | aft ‘aaa at a faaat tpn, ix 
q ome ef ss wht at & aq Ta | 

qatar’ Tete aK aaa at aert aay GATT | P. ch. 21 (38) 
Saa? faa sl gear et Stat are sal | arf axa mea wal at wafiar stip. ch. a (2) 
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Keet (ai2)", Moond mundana ({&= ¥ etal)”, Madra des (az 7a)", Baripatd 
masatu. subhamasatu (waraataag Fqaaag)”, Kal (ma), Mahakal (aerera)", 


13. | ala qa aT 24 plz’ Aq |B, N, VI (5 f) 
aa ale SA Ba Bat) ts Fiz’ aay Hara GATT | w. N. vats (24) 
aq ale? at ait qh tt GIT | BN» 1X (17) 
Ma. aa faa % aa A Bla 1 TEs BAT “AS BSA’! v.cn. 83 (14) 
a5. acl sea eA wal | year eax faa vq wall 


‘ag, fa? an a M Bie | vita aifa ges TAT! BN. VII) 
a] BT aa ane fara “ag Fa’ FH ga WIT! B-N., NIL (1) 
we ta? ocweqeay aft wa 1 wife atfa % sa Fe aa | BN. 11 (23) 
aat oa faega Tat | aad ‘Ae Za’ ale WAT | v.cn., 176 2) 
qgil faeft ara at sve | faa at ‘ae Fa? mt STE ! v.cn..176 (20) 
16. This expression is found at the end of almost each part or work of the intra Cian. 
17. ‘ela? 21 We wat wTaTA g AM MW HT a aT Gat @ | B.N.,1 (84) 
Sa? aaa Stara as ‘saa’ feu fa wa a Ce B.w,1. (08) 
ene aia sites sual | ‘era FA al ATH aT Wal Bs. N., XII (2) 
‘ara’ wg acl faa say 2a fata yea eH STAT | s. (23) 
a ‘ae’ a wa a fea Sktet fa BHT Baa, Intro. (23) 
siq ala aa Baal SA | AM BA Ald AT SAT! ch. a. Intro (9) 
aia ala aiften da | ta az meat Bt 
aq waaay | BR NT OSA OAL B.A, Intro (22 
a ater at ga ac fae 2 | are ara faae af—e 021 p. on. 405 (398) 
wa sa la aftafe ae iaadq ee ata waar Il 
ala dat al Ya anrear i siaeata FA 2 APATI cn. a. tro. (2) 
Sit aq Hl aT TaTT ll Basa Ble BAAN Il 
ama 89 Wadd wat tl sae wa ail Ga FLAT Il ch. A. Intro. (2) 
at smal am age || sata fa 2 afta n 
sraa wed fuera aT a ll WA ACA A AT AI cn. a. tro. (5) 
sy al Te aT = A gaata | BN Lan 
Tai feof wt wa mwa wat 
az ala att fear Sia FX lB. N, Viil (4) 
qq Bet Ga Ad aaral | ST TA THA BAM oh. 405 (388) 
Baa pa aa aH Ba aAewIT @ ante BART  § Ch, 105 (784) 
4a t aa ast sta a ae ara feat Ba tr a CF 19) 
. agen slan acftaar mat! ‘agra’ BIAAT Als | oy, v1 (2) 
‘Mera? «=—- WATT eat | HETee q feet arti xa. (435) 
aa fess ‘wera’ st earat) aftar ale wea A Aaa I pb. ch. 298 (124) 
fea an ‘Aalala’ ar Wa | Waa # qa Fil alz aa | P. Ch. 266 (91) 
af ‘Heise’ «GH OMA | Helee FE FS A FA |v. ch. 266 (a9) 
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Akal (=%ra)", Sarab kal (ara era)”, Karam kal or karam rekh or Karam jar (ata 
Slat AAA) BA Ta Baal BA IO), Asidhuj (afaqay’, Asiketu (ata%g)®, Chhor (g)™ 


Se — 


fa gaa ‘sara aa fa aa at sia & ata faa tau. 
THA Feaaret Baa BAG | Jap, (192) 
af sat saa Baa ‘aa’ ata Batra AAA! ch. ch, 1()) 


ant aq led ll Jap. (19) 

h ; ; ~ s 
aa Fe i eeleen dad | ataae AT TAT eT EAA | A. v. a) 
aa mw ea aa witli of et aH Ati By, x1v() 


‘ata aa’ & fear war | tf = Baar na BAIT | wu. N. XIV (4) 
aq ae sr aq wt1 Baa owifa zat te ati BN. xIV() 

‘mq Fa’ Fa aN Ba | Wes alae faate || BN. XIV () 
qeTt fara aay i feat 4 arte, aaa | 


ae FAT at wig Ja qa a TE | B.N.Y, (1) 
ene 0 iia «Sua | ea OAT! ob xT 2) 
fear faqa aa 7a Ea Us JaqIA | 

| a a: (to (ci am te a Wal Ks. (44) 
aiql waa wat «art. | ofaafeat afeae fee ‘ecrarit’ ty a. 0. 272) 


a qa saftg am fa sfe ee are 
faa qt sqat Ta 2 ‘afags Sa aMte! vp. ch. 405, 367) 
ag aa 2 ah sai aa wa ow ae faafas 
zal wal amt oot | at ‘afags’ a Shag aT! Pon. 405, (381) 
st ‘afage’ aq ae gti faatt gag gia gf AL! Pon, 405, (297 


+ om ‘afeeg a faa sf 8 Fatz) 


faa qt Tal i | 2 afaqa aa @aTz | P, ch. 465, (367) 
tf aga mw ser ota | at ates st BZA Al P. ch. 405 (375) 


aati ota oanfe aa af at i ‘giv war aa at oag a atis.w, ny 
gex det afta aamtiaa faa aaa aa aarti 
‘sw a aq aga aa i wa aret fee att wee 1 BN xv, (14) 


fag aizl | aatié«aS aie faa 2 aT 
alt TIS ta hal at Pawel BI P. ch. 45 (6) 


ae oat oar ffi as aa at ode af aq Tat pon. 105 cw 
a& aeatt ae gaat fg ata | are ate fee da aay fer ‘ae aa p. on. 109 0) 
‘a? @ a4 @ta se ge og oat ata aarti pce 19 a2) 
AI 2M At aq a dea Safe 1 ‘Hit’ aq ge Bra wet qarfe wale |v. cy, 44, 0) 
giv det afea wa feat isfear 2a feet fae = Peat ip. on. 9 <2) 


Digitized by Panjab Digital Library | www.panjabdigilib.org 


THE POETRY OF THE DASAM GRANTH 


Rai or Rae or Ray (x3 Haat We)", Mahadin (aerta)*, Tapodhan (aaara)", Mare reechh 
rojh jhankhara ice tig wa Mart), Ka (kaha) bhayo jo (¥t aal At AAA BT wal sit)”. 


(j) There are certain words and expressions, frequently used by the poet in his works, 


which have left a precedent for the Sikhs to follow in every day life. These words and 
expressions are :— 


Sattinam (afaata)', Ek Onkar Wahiguru ji ki Fateh (wm ala areas tt tt aE)’, 


t> 
oI 


Wa Fe Al ANA | wetee araz  faara il 
ae wal aa fer war | ter fat awa wat ‘Te Il B. N. XIV, (9) 
“aa 7 at aaa wat faa wa oafae fare 
ax tte SOA Ofeeae RATE I en (69) 
gga aia ‘ue aa al | agama «ofa aera 
faeaa az BAT aT aT | qtat at TAFT Saul | P. Ch, 22 (9) 
Tg Gal Ate aaa Tae | wal TAT oat aa 
aie faea al eH aaa | ae ala fRae ale Sa Ul. on. 23, (3) 
26, fea fear a He ae ane | fa wa & a st sae 
maida’ a fellate en | ae sgl srt sift AT il .N,1 en 
ST TH We ware | fat fa aa we way 
‘madi? afl sa ss | ata ta at Os OUST UB. N,v (26) 
asad Td eI Ht HAA | SMa AL Aiea aft aATear 
UAT, «ATA STAT | SAaTSA? GT TEAUAT | B.A. Ragin Raje (140). 
qa gua = Gfa ta ol send adit aed aa | | 
ee eT aa Fae ‘werd? Ad aerate ara | Ba, 10) 
21. aa atc ae gaa die aca  wafad atl 
as tq feta aft da ‘agar Faq at a faa fe fast) 4-0-2) 
ser eat at at As Bet g ‘aia’ si aa We fearat BA 2287) 
98, vifa aift aa aa fame i At Ge | OO WER) BN. vor) 
fat @aa ae fate | wee te oat WRI! Pp. ce, 344) 
afé % faa aa gf at | aa ua ag aife fati ww vine) 
o 00t~*~«*« YY PTH TI 'g B ALS Cem Te fasta Bega | AU: 
* ‘a war Al at qs Ser g aytaa at am Ae feearsit «a. (2227) 
et aa ST are aaa We wal faa ai aft aA TAT «. A. (2237) 
‘eer way Yat fete” fe «ae 
al fag at @ fadax Wa At AAA FRE! p.ch. 266, 180) 
ee aa? ST zs aaa ee ae cee ae Ararat wT | a. Ly) 
1, | faa Wome qq squat 1 faa faa elt aA UST} 
: aa 8 Bqar ag sat | ‘aft ae’ ae a freraril Bow, vr en 
meee Vraqas aa l ‘aft am’ a at sera | 
a args a at ofa aa | sadt sax ag af srF it p. on. san 


A t mw 
‘afaara’ st faa aa qa | ave area free afe MeN p. cn. m1 a4 
2, Ch, I (first line) ; Ch. V. (first line) Ch. A, (first line), 8. (firet line) ; 8. M. (first line), P. Ch. (first line), J. N. (first line) 


—_—_——— 
_—_—_—_— 
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Ek Onkar Satgur Prasadi (we Bi%it wae xear'gy, Akal Purakh (sara gra)’, Kal 

Purakh (aa yea), Sach he: Patshah aeae = Tame)’. Yazdan Akal (aaa 

sata)’, Twa prasadi (~@ sare), Ardas (aera), Kes (ta), Sardar (atan)", 

Singh (fae)2, Kuar or Kunari or kaur (Hat mag Fatt Asay AT). 

The seven-fold external evidence and six-fold internal one together with that of a 

matchless style with a vigorous uniformity of its own, when fully weighed and considered, 

leads one to the conclusion that the whole of the Dasam Granth, with all its parts without 

exception, is the work of one poet alone and that that poet is no other than Guru Gobind 

Singh. He is himself Ram, Syam, Hari, Kal and Gobind. He was a versatile genius, a 

warrior, a saint, a poet, gifted with a sense of humour and a love for drama as it is evident 

from the anecdotes of his life, narrated by Macauliffe. He was himself the greatest actor of 

his time on the stage of the Punjab. In every line of each of the works of the Dasam Granth, 

there is a characteristic ring of his voice, a characteristic touch of his hand, and every 
word of it bears a characteristic impress of his mind. 


3. Jap (first line), A. U. (first line), B. N. (first line), G, P. (first line), B.A. (first line), Rudra A (first line) 8S. H. (first line). 
2. Be Aa Fal agaifa “Hale we’ ea 
TH WA a AU ACH AMA HAA sop, (s4) 
saa Te Ft Gel aa i aaa dt. cee aa | 
awaia st 4) user ead) avaate ot A ae cfr ena tl acc. a) 
fi sta aca frat al an ag fafa sgt ata ean 
YH A a RR Me | FTA Re a} teat GATE Il Bishen A. 4 
‘Fa | ta ae at alfee faq vee | 
lz $7 Aeyl fara Tq ata male Hata ll shesh Shai A. (1) 
- fe at a agaag mer wel faatal sat ‘aever wae’ | aN. (7) 
. fe Str TEL aa aL Taal AIA AAT Garaa ‘amet Bama’ | JN. (208) 
8. G.P. (39, 40, 41, 42, 43, 44, 45 46, 47, 48, ete.), Jap, (In the very beginning) ; A. U. 267 ; 
é sa at ft & aa amar) at a at gt “SRA Il BN, mV, 
sag adt afte Frat | zea fata arr Fal ATA’ UI P. ch, 336, 04) 
10, div giz te gaat |= te agaaatfAATT 
tq fatat at fa ‘autaa’ ‘Ga at a faa aft fast Ul a. v. es 
az fae ah at ae att) adda gam far faa aia | 
ee da dd fax ‘Sa seq | aa arate 1H aA Il B, a, aj Raja, (68) 
iat at aie BH aa dla gz % aA ‘Bq? BA | P. ch. 266 (0) 
i. Se wa om wife sor aaa Bt meal ‘fee Ul By, xu, a) 
aarti CCITT 
at aw fae a ww wa We ‘AtEIU Il P,ch, 255, a) 


‘ > SS c ; 
dit REIT LRAT eR aT ARI’ Iv, ch, 271, 
12. B. N.,. 1X (3). XII (3); K. A. (1352-1476). 


13. QGaa ay af $ m gaa dia ¢ % ay Fa st 1 v, cr, 206, (6) 
Sq agate at ge wat! fer wa ata at scart 
Te wa we aga attiga fat aa fer ati ep aww 
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CHAPTER Il 
THE POETIC BACKGROUND 


The poetry of the Dasam Granth is a brilliant, though apparently an isolated pheno- 
menon in the literary history of the Punjab. The Tenth Guru of the Sikhs (1666-1708) with 
a century-old tradition of ‘Gurbani’ before him, took to Braji Poetry. In his darbar at 
Anandpur, he patronised poets of Braji and himself composed verses in the language of 
the east. Inthe Punjab itself, the Poets of Braji, if any, were few and far between and 
wooed the Muse in the blissful obscurity of their private lives or in the’ hills of the north. 
Some of them who were touched by the martyrdom of the Ninth Guru and admired the 
youthful ardour of Gobind Singh, sought his patronage and wrote verses under his 
inspiration. The impulse to write Braji appears, therefore, to have come from two sources, 
In the darbar of the Ninth Guru, there were according to Kahan Singh, the great Lexicogra- 
pher, several poets who attempted verse in Braji, The poetry of the Guru himself is 
considerably, if not wholly, Braji in character as it is evident in the last verses of his in the 
holy Granth.” The other source of inspiration must be the contemporary Braji poetry*, the 
waves of which came to the Punjab like the waves of light or the waves of thought from 
the east, unlike the hordes of barbarians that came down upon it from the west. The 
poetry of Kabir and Sur, like that of Tulsi and other Bhaktas, had come in this way and 
spread over it like the sun-shine and flooded the parched hearts of the Punjabi Hindus. 
It may be, therefore, surmised or even presumed that some of the poets who enjoyed 
his patronage, hailed from the Braji region, bringing with them the gift of charming Braji 
verse of their day. 


When the Dasam Granth was composed, the early Riti School of poetry was flour- 
ishing. When Guru Gobind Singh came of age, Chintamani was dead, Raja Jaswant Singh 
had recently, in 1681, been killed in action against the Afghans, and Satasai of Bihari Lal 
(1603-1663) had become a rage. The story of how these 700 dohas had come to be 
composed at the court of Jai Singh, the ruler of Jaipur, had gone abroad to each province 
and awakened a universal curiosity about it. Satasai had become the Bible of young poets 
and lovers. Mati Ram and Deva Datta were, however, his contemporaries, though the 
former was senior to him. Mati Ram’s Rasaraja treated rasas in general, and Navika-bheda 
in an elaborate manner and is still regarded as one of the classics of Riti poetry.’ Deva 
Datta, too, a representative of his age, was keenly interested in love and feminine beauty.° 


All these were scholar poets, who had fully studied the art of poetry and its 
technique. They had Jed a new school of poetry, patronised by the court, the rich and the 
idle. It was secular, sensuous and lyrical. It combined in itself the various cults like Rasa, 
Alankara and Dhwani.* The poets were not so much inspired by the passion of love, as 


1. M. K, 2 Adi Granth, Shalok Mahala Nawan, 3. Adi Granth Bhagtan di-Bani. 4. H. LG. 100 £ 
5. Ibid, 6. H.L., 80. 
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were concerned with Nayika-bheda, Nakha-shikha, the minute details or physical features of 
their object of passion or praise. Their method became, therefore, descriptive, elaborate 
and analytical. Its effect was rhetorical, Its use became, consequently, conventional. 


The composition of the Dasam Granth bears evident marks of this influence of the 
Riti School, The composition of Ras Mandal Varnan and Birah Natak is a specimen 
of love poetry, the old motif of which is Radha-Krishna romance, The Ras Mandal Varnan 
contains an account of Krishna’s stay at Kunj Gali, his sports with cowmaids and his 
intimacy with Radhika, and her Maan Lila (aradtat). Birah Natak describes in two Barah 
Mahas* the pangs of separation felt by Radhika and her maids, The poet has not, however, 
indulged in any passion of his own. There are no love lyrics in the manner of Bihari, 
Mati Ram or Deva Datta. The wonderful effect of the A/ti School can, however, be traced 
in the description of characters or portrait-painting, of which there are numerous instances 
in the Granth?. 

The other great tendency of Braji poetry which seems to have exercised considerable 
influence on the poetry of the Dasam Granth, and which must have made a greater appeal to 
the son of a martyr, was the poetry of vir rasa narrated in a long poem. The great exponent 
of this school of poetry was Bhushan (1613-1715) who is believed to have entered upon his 
career about 19 years before Guru Gobind Singh was born in Patna. He enjoyed the 
patronage of Shivaji and Chhatrasal of Panna, and paid homage to them in immortal 
verse. What Dr. Dwivedi says of him may aptly hold good in the case of Guru 
Gobind Singh also : 

“This great poet virtually ignored sringara and dedicated his great talents to other rasas, 
particularly vira and raudra. Thus the presence of Bhushan who flouted the tendencies of 
his degenerate age is an agreeable surprise and a refreshing fact. His bold and clamant voice 
must have sounded like a clarion call, seeking to rally the down-trodden Hindus 
suffering trom despair to a new effect at revivals."’ 

The clarion-call, no doubt, echoed and re-echoed all over the country and had a 
rallying effect on the Sikhs of the Punjab. They heard it in the person of Guru Gobind 
Singh and answered it with the voice that has not died yet. 

Speaking of Bhusian’s popularity, Dr. Dwivedi adds : 

“Bhushan was not amere court poet but had a large audience and touched the hearts of 
the common man of his times,....... Bhushan’s name is a byword and his poetry is recited in all 
parts where Hindi is spoken*,”’ 

No wonder that Bhushan’s heroic poetry might have been recited in the darbar 
of Guru Gobind Singh, and it stirred the hearts of the rebellious Punjabis, His Shivaraj 
Bhushan, Shiva Bavani, and Chhatrasal Dasak must have been read and recited while the 


= ————_——_ 


1, “Barah Mah ia an account of the twelve months of the Punjabi year. The poet desoribes the pangs of...... separation 
in each of these months’’.—P, 8, P,, X XIU. 


In Hindi it is known as Barah Masa Cites Aral) 
2, See chapter on Art Value: Art of Description 3. HL, 99. 4. ibid. 
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Moghul tyranny had made the Hindus sullenand sore. Jt would, therefore, be not unseemly 
to presume that Guru Gobind Singh drew inspiration from the revolt of Shivaji, particularly, 
from the Rajputs whose name-suffix Singh and saffron-coloured banner he adopted ! His three 
versions of Chandi Charitra, two in Braji and one in Punjabi (Chand:-di-Var), bear an eloquent 
testimony to this suggestion. His descriptions of battle-scenes, skirmishes and duels are 
numerous and met with in almost every part of the Dasam Granth. They are informed with vir 
and raudra rasas and are a thrilling fare for the audience which was called upon to wage 
an eternal war against political and religious tyranny of the foreign rulers. 

In the Punjabi verse, the poetic tradition of the Sikh Gurus and Bhai Gurdas must 
have influenced the minds of Guru Gobind Singh, more deeply and intensely, The 
Dasam Granth itself isa compendium of verse in various metres, rags or forms, with a 
rich content on numerous themes, ranging irom mysticism to satire The main body of 
the verse is, no doubt, devotional but itis set off with the didactic on the one hand and 
the satirical on the other. Guru Gobind Singh was a profound scholar of the Adi Granth 
and is believed to have dictated orally the whole of it to Bhai Mani Singh at Damdama. 
It is, no wonder, therefore, that he should have been deeply influenced by the thought, the 
music, the sentiments and the style of the hymns of the Gurus, as well as those of the 
the Bhaktas, the select-pieces from whom in Braji have been included in the Granth in 
Gurmukhi script. It is, therefore, suggested that his devotional, didactic and satrical verse 
owes a great deal to the Gurbani of the Adi Granth. 

Lhe secular culture of the Punjab in the Mughal period cannot but have exercised 
a considerable influence on the young poet. Romances of love were very popular in those 
days and were sung on social or festive gatherings. It was probably these which provided, to 
some extent, the motif for Pakhian Charitra, popularly known as Iriya Charitra. The Punjabi 
mind loved romance into which it escaped jrom the sordid reaiities of the political 
suppression and religious tyranny, from the despotism of the kings and the ever-haunting 
shadow of foreign invasions or eruptions, Humour and romance were, therefore, always 
welcomed, next to religion, as the saving grace of life. Once the story of Gopi Chand 
was reciled in a gathering in the evening. Some of the Puritans objected to it for 1s secular 
exoteric character. Guru Gobind Singh, however, allowed it for its de¢p moral and spirit- 
ual significance’, On another occasion he staged a skit at the expense of the Masands* who 
had begun to tyrannise over his Sikhs as petty rulers and who exercised religious sway 
over them in his name. The young Guru had a keen sense of humour, satire and irony 
as well as of romance; and this may be detected in abundance in his secular verse. 

The composition of the Bachitra Natak Granth in the Dasam Granth seems to bear 
ample marks of influence both in subject-matter and style of early popular Lila narratives 
which came into vogue as early as Nand Das’s Ras Punchadhyayi, Maan Lila, Daan Lila, 
Virah Manjari etc. This approach is supported by a passingtemark in the Report of the 
Sodhak Committee Dasam Patshahi S.ri Guru Granth Sahib Ji that Hanuwmannutak was so 
dear to the Guru that he always kept it in his Gatra*, Hanumannatak, it may be added 

“in this connection, falls in the category of Lila narratives and is quoted side by side with 
the Bachitra Natak Granth 


1, S. R. Vol, V., 119. 2, 5.R.Vol.V,86f, 3. Seabbard-strap  #, HEN, pp 154—157 
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CHAPTER III 
BRIEF CRITICAL STUDY OF WORKS IN THE DASAM GRANTH. 


1. JAP SIT 


The Jap is one of the noblest hymns in praise of God. Itis inspired by an ardent 
faith in the benevolence of the First Cause. 

The Creator and Lord of the Universe (Akal) is formless, invisible, immeasurably 
great, King of kings, God of gods, the Moon of moons, the Sun of suns. His mystery is 
impenetrable. His glory is indefinable. His holiness is unsurpassable. His sovereignty 
is eternal and His law is constant. 

It is impossible to know Him fully, to represent Him in any form, to identify Him 
with any religion, caste or sect, to confine Him to any place. But He manifests Himself in 
countless forms and in countless ways. He pervades everywhere in His creation, in its 
permanent or fleeting phases. He is changeless, immortal, everywhere, ever-active, ¢Vver- 
luminous, 

He is the Creator, Preserver and Destroyer of all. He isthe enemy of miscreants 
and strikes down the tyrannous. Yet out of His infinite mercy He provides daily bread to 
all. He redeems man from hell and from birth and death. He hears the prayer of every 
heart. 

He is Light, Love, Good, Beauty, Truth, Energy. He is Glory of kings, the Support 
of the lowly and the Home of grace. He is accessible to the soul alone through a life of 
prayer and praise. After playing the wonderful game of creation, He resolves everything into 
Himself and becomes the Absolute again. His word to us is the Yoga, His name the highest 
gift and honour. In short, He is the highest ideal to man. He is more real than all rites and 
ceremonies. He speaks in all things. He is the master -mind. 

The Jap was composed by the Tenth Guru himself for daily recitation as a supplement 
to the Japji of Guru Nanak. It was probably suggested to him by “Vishnu Sahausra Nam? — 
Vishnu’s thousand names, a popular book of religious recitations amongst the Hindus. Itis 
along poem composed in nearly eight hundred verses, in 199 distichs, in ten metres: 
Chhappai, Bhujanz Pravat, Chachari, Rual, Bhagwati, Harbolmana, Charpat, Madhubhar, 

__ Rasawal and Ek-Achhari which are often repeated with varying effects. * 


1. A.G., OXI; “S , Vol. V, 261 fn. 


» §. R. Vol. V, 260; H.S., 356; H. P. L., 39. 

3. Metre Serial No. Total No. Metre Serial No. Total No. 
Chhappai 1, 1. Rual 79— S6— 8 8, 
Bhujang Prayat. 2— 28—27 Bhagwati 103—132=30 

44 §6]—18 150—160=T1 41. 
64— 73=—10 
96— “B= 3 Harbolmana i71—184—14 }4. 
br5—188= 4 
1I:7—19= 3 65. Charpat 74— T= 5 

Chachari S'— 43]h 142—144—= 3 8, 
62— 63— 2 Madhubkar. 8i— 93= 7 
H4— r= 2 161—170=10 ire 
gu—]02— 4 Rasawal. 145—149— 4 5. 
1%3—t41= 9 32. hk-Achhari 189—196= 8 8. 


19) 
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Besides its rich variety, the Jap’s metre is a powerful instrument of expression as 
controlled by the dynamic personality of the Guru and his spirit of devotion. It is, there- 
fore, full of vigour, enthusiasm as well as piety and devotion. Vir rasa as well as shant rasa 
alternate even as the mood of the verse controls them. 

The language of the Jap is Braj, a variety of medieval Hindi, with a mixture of San- 
skrit, Persian and Arabic words as well, which form nearly 7% of the diction’. The language of 
the Jap, like that of the Akal Ustat or the Swaiyas, is characterized by ‘“Profusion of colour 
and sound form’. This is due to the rich variety of diction drawn from all possible sources.’ 

The jap contains Stotra (Mantraic or Incantational) form of verse*. It is composed 
in Sanskrit phraseology, in familiar Hindi rhythms and rhymes. The words are simple and 
familiar to a reader of Hindi. The diction consists mosly in substantives which are the 
names of God, and epithets which are the attributes of God. The lines are short and the 
words vary often from one to four. The rhythm is, therefore, quick. There is often a pause 
in the middle of a line and both parts appear to rhyme together. This makes the verse 

most suitable for recitation’. — el ls adi 


1. Compare : 
(a) Praj with Sanskrit 


ama et— ama wa fda tar amd aff wf 1) axama awania aza aaa arte | 
oq waaraa ala RT sas |) Aaa sama aa FT PHT OF NN sop, (a1) 


aqat gi— Tara st i afear sq | saa waar | STAT Bay Il Jap, (87) 

aad §z— ain @ sist 2 | atee mare I Jap, (139) 
aura 2 l| sata e i safe? ~ wu agmfe? Il Jap. 194) 

(b) Mixed with Sanskrit, Arabic & Persian, 

anaal dz— fuss di f& sat ada Fo ufeacdat? 1 acd ate I) dap, (110) 
qaqa | aqaatrare | ease || wrEnasta II Jap, (128) 
sagan ¢ ii saceain Fo jisatgafarae i adtgafeds 2 I Jap. (124) 


2. H.P, L., 40. 
3 In Hindi literature s/vtra form of verse came from Sauskrit sfefras written as prayers to gods and goddesses. It was extremely 
popular with the poets of the Bhakti School and it was a medium of devotional singing. In the Riti Kal that followed the Bhakti 
Kal, it has not been a favourite with the poets of secular works, There were however, poets here and there who still continued 
attempting the mantraic verse, In Hanuwmannatak and Hanuman Bahuk we meot with examples of this verse. Guru Gobind Singh , 
. has employed this form of composition in many of his works in the Dasam Granth. 


4, Compare : 


aan saa— 9 anaed sara ll aad fear =| AHA ET OM aaa MAT i aap, @) 
anad sat |) qaad sas | awad BAA || AAAT BSA — I dap, 4) 

qa Gta Hat ll aa ata feat ll AAT ALT BTN AAT TT AT gap, any 

aat Bla Bet || AA Aaeaa fFara || Awad BAA || AGE ARTA — | Jap, (23) 

aH] ata Alea |) AAT ATTA TG «=| AA ATA LAT |) AA RA AAT ap, or 

saul 3z7— Aeq z I] aq = l| A (| aye lI Jap, (29) 
Baa & i awa z i sara 2 ware | Fas (ath 

aie Waae asfla ei aaltae i Ying us 

fara 21) fata 2 1) Baar z |) ware Jap, (32) 

male € | Aas z | aqst z l| ase & II Jap, (33) 
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2, Axa UstTaT 


The Akal Ustat is a hymn written in praise of the Timeless (Akal). A portion of 
this composition (Swaiyas: Sravag Sudt...etc.) is also enjoined to be recited by the faithful 
in the morning together with the Japji and the Jap. It was composed by the Guru himself. 

The Akal Ustat, as it appears from its themes, was composed notat one time; its 
different parts were rather composed at different times and were later on compiled together*. 


The main themes of this long devotional poem are God, religion and rituals, the 
world and Chandi. This work may conveniently be sub-divided into six parts, though the 
theme of godhood occurs again and again in almost every part. 

, In the invocation (1-20) to the Timeless (Aka/), All-steel (Sarab Loh), 
on His Omnipresence, Omnipotence and Supreme Nature. 

In the second part (21-30) which is written out in ten swaiyas, the poet dwells on 
the vanity of worldly pomp, power, valour and pilgrimages, rituals, charities, yoga and 
jdol-worship. 

In the third part (31-200), there is a satire on the various penances and austerities, 
practised by various sects in India. This parf nds witha homily on the equality of men 
and on the Hindus and Mohammedan forms of worship. 


the poet dwells 


ee ae ee Jap, (34) 
ATA Fs ll waist = BR é (| Sa é Ul Jap, (35) 

afte e 1 wie fu sar fl ada ey Jap, (26) 

fqn 2 aA el AAT = aaa & Il Jap, (37) 

sate wae eu sda Bu wea Zt Jap, (88) 

sails 2) fade 2 fain Eo eda 2 I Tap, (39) 

aya z | asa Fy i Aya F | waa Fs lI Jup, (40) 

sate t | wae Fu mata Bo aaa = Jap, (41) 

asta ate 2 | mae Fy ame ZI Jap, (42) 

aaaki faa Zu wae 2 1 feos eI fan tid 
UF-AAU BI— aa il aa et | wa I Jap (189) 
ay || BT. | Aaa | ABe i Jap, (190) 
sit || BHF || eae | aaa il Jap, (191) 

aaa || fara | wae ll ata iW Jap, (1f2) 

gaa ll aaa ll same 86) Bee Jap, 193) 

gaa ll sare oo aalal ara Jap, (194) 


1. H.P.L., 40; 1. P. L. 63; 8. BR. 261 ; H. 8. 336, 


Cunningham. however, holds the view that “the initiatory verso alone is the composition of Gobind”, but no other authority 


supports his statement, for both in spirit and style 
the work of the author of the Jap. ‘The error of judgment on the part of Cunningham appears to be due to the introductory line to 


the initiatory verse and the main text are of a piece together and claim to be 


the initiatory verse ‘Utar Khase daskhat Ka, Patsahi Das’ (Copy of the Tenth King’s own handwriting), 


® p.G.t, 6. 
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The fourth part contains ten couplets (201-210). The first couplet (201) is an intro- 
duction to the remiiniag nine. In these nine couplets the poet deals with theological queries 
on the spiritual aspect of life, popular along with the philosophy of the Hindu Shastras. 


The fifth part (211-230) sings the praises of Chandi, the incarnation of the martial 
Spirit. This portion is not believed to be a part and parcel of the Akal Ustat, since it has no 
link with the remaining subject-matter of the work. Itappears to be a misfit here. Its 
right place has yet to be established’. This is, in fact, an exact translation in twenty 
Tribhangis of the 30 Tribhangis in Bhagwati Prdya Pushpanjali Stotra by Pt. Ram Krishen. 
In some cases the fourth line of each chhand is, except with minor changes, almost the 
same, both in the Akal Ustat and the original’. 


The poem concludes with the sixth part (231-272) with a hymn to God in alf 
His splendour. 


The last chhand, viz., 272 is incomplete. It should have had four verses as 
in others under the heading Padhari Chhand. The stanzas 267-268, 269-270 
and 271-272 go together in groups. The first group ending with stanza 268 and 
the second group ending with stanza 270 have the ending line in each as mae dee Thea 
@at aara | The third group should also have ended with the same verse. Accordingly the 
third and fourth verses of the last stanza should have been : 


at at Ratt Bemis, 
Weg Tee THeaA Yet FATA | 


In the middle of the poem (194—200) the Guru gives his conception of divinity 
which is after that of the other nine Gurus. This conception is also contained in 
ten swaiyas which bring out the mystery, the benevolence and the power of God. Along 
with the ten swaiyas mentioned in the beginning these form part of the pahul or the 
baptismal ceremony of the Sikhs. Throughout the poem the Guru lays stress on the 
importance of devotion and the love of God’s name. 


In the long devotional poem containing a mixture of ecclesiastical satires® gre 


1. Dr. Trilochan Singh believes that the verses 211 to 230 fit more properly into some version of Chandi Charitra than in 


the Akal Ustat—The Sikh Review, May, 1955, P, 34- 


2, 5. DK. P., 96. 


%. Satire in religious verse in Hindi Literature appears to begin with the Bhaktas of the school of Rama Nand. Most of 
them belonged to the lower class and had inherited unconsciously the spirit of revolt against the formalism, caste superiority and 
eultural aristocracy of Brahmanic religion of those days. Rama Nand. in his hymns or songs protested against the oppressive 
nature of religion with its insistence on pilgrimage, observence of vows, worship of image, rituals, ete. Kabir was a very powerful 
representative of this seho >| and the most popniar of all the Bhaktas whose influence demipated the Panjab. “He has left many 
fiery sayings against caste, image-worship and sectarianism.” (M.M. 1,101) To me it appears that Kabir is the first religious 


satiriat who influenced Guru Nanak and his followers down to Guru Gobind Singh in didactic and satirical verse, 
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found interspersed here and there, gems of pure poetry’. There are beautiful pieces imbued 
with Shant rasa, typical of the style of the poet. One such piece is Jale Hari, thale Hari, ure 
Hari, bane Hari, ending in a trance of ecstasy : tuhi tuhi, tuhi tuhi, tuhi tuhi, tuhi tuhi, tuhi 
tuhi?, ie. Thou in truth art Thou, Thou, Thou; Thou in truth art Thou, Thou, Thou’! He 
loses himself in the most elevated state of realisation, feeling the entire universe losing 
its separate entity and melting into the Supreme Being he is addressing, 


I. Compare : 
araa fara HI wet eta ae aladl Baw are aftat = aa 2 II 
azar adie TAA A TIA AH 27 ala UsT aa WA aR ata z Il 
faq a aqgal ails azar A a Az ANT BaaHA Gl aaltaay a Baa z | 
fiisna % fadia Bata B Bala az GTA Bl Azeg Faas gs fara Fir a. w., (70) 
aifaatt § axa Ae Tat AKA GK AI ATT Ta Bian F aa ZI 
DH UE Be A at A tea (HH EH FE WA YA BlAaT We ZI 
qlga BAG FN WH SX ag Fe BT Bs Aa ta Za faa z 
fsa &fada needa agi aa waar ata daha Face Bu av, wy 
Ka og aici ae cater Fadi ad sag alas Wa aa & feearaz II 
ae AER BE AS TEAR Fe ala Hl Gant al AAs aA mE | 
Fe ACHIR Te aa ama at te esol gz % MTA WATE II 
aaa Bala Gal aaa @ ara al firara % fala SA AgARTH Way ll a. v.52) 
farye fred al fe gata al fe ya % BT al fe sar Herel at | 
qa & aaa aga & feqarita ar & fazar feat ard wear erly 
fafgar & franc al fe ae saat at fH fasay A Aeta FH Gaza Ft ara ati 
Saat % Stet at fe aad % Bret et fH aaa H Ga al fH ata F ora ATU a. v,, cao) 
Aat at saga a far da wat Falaa me 
Tew aT aM auaq aq aH aH a Mage 
gaa 2? aa a wa w wa a ta aA BA faze 1 
Ha zaa qgaltata = zi@a taT OE OK ET OA aU ay, (ary 
2q dada at aca saa tl wee via #3 BAe sWiag Fr 
ing ihauT aa aia sh sega daar ada slag F1 
age aoe as # ag ara fics B TUK E BU setae | 
alaft at ax ga We sesaafe Teta frac gfew al galarr 2 Wav, (250) 
atc eat Hluasa ge Fal Sac Hast Bal Fa ailagl F Ha F I 
Zadt dl alar ea et al eaaalz Ta Hal git Bait aral faa wa F 1 
qr at sarsae BI Fal TAGE aia al alarrars aH eT AH I 
aq at Aiigle Weel a aiginis Ficia faa él Alaa A HA FH av, aoy 


2. Het atl i at edt Bt at ad att ALU. @D) 
get gat i) get aet ul aét get n gai get ALU. (69) 


3. G.G.G.S 56. The beauty of this piece cannot be fully expressed in any translation, 
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__ + -Many of the quatrains or Swaiyas are marvellous compositions, strong in diction, 
rich in poetic fancies and superb in imagery. Here is, for example, one such piece, 


_ "There are many that swim and many that waddle, 
And many that eat them up, 
There are myriad birds—the feathered beings 
That in a trice can take to wings, 
But up in the sky are many another 
That on these warblers sup, 
Where are the waters, where the land, 
And where the vaulted blue, 
Yet all that ‘‘'Time”’ has brought forth, 
Both ‘‘Time”’ iiself subdue, 
As darkness mingles with the light, 
As light embraces dark, 
All will at last dissolve in Him. 
From whom they got the spark!,” 


This piece of verse is full of pictures and images. The whole drama of life and 
death has been set forth in picturesque and vivid poetry. So compactly the whole thought 
has been condensed in just four lines that to translate it aptly in English it has taken fourteen 
lines. In other words, what a sonnet ordinarily contains, the poet compactly condensed 
in a quatrain. Brevity and lucidity are the outstanding merits of his compositions, His 
words not only convey an idea, but, at the same time, also paint a picture and play a tune. 

The poet’s power of expressing subtle truths in a familiar picturesque manner is 
best illustrated from the verses like this :— 


‘““As sparks flying out of a flame 
Fall back in the fire from which they rise ; 
As dust rising from the earth 
Falls back and on the earth does lie : 
As wayes beating on the shingle 
Go back and in the ocean mingle, 
So from God come all things under the sun 
And to God return when their race is run.*”’ 
This long composition is written in storra,* didactic and satirical’ forms of verse and 
is imbued with Adbhut® and Shant? rasas. The luxuriant fluency and the musicalness of the 


vocabulary can be felt everywhere. It is reeking with Prasad? and Oja gunas?. 


1. 53 acq H=G La FA TS RA UTS AA BATH ATT FLATS SS UAL 

Sa au ala AsR GSH BH RU HH BAF TAH FF TANE ME ate I 

Aa FAI Ad tel TMA BAIA Bel BaF AAA aa ve et Tara I 

sa faz mata wat aa aa aa aet asa aa wel a aaifet it a. v-, (87) 
9. This verse is a free translation by Khushwant Singh and an improvement upon Macauliffe, 

33 og syst a FAR Fe BIT BS fase fase ges BRB A Fae | 

Sa oe ql a HAR TL Wa FF FAM me YX Al AAEM II 

Sa um aq data Fiz saad fa B AGT BT Wed Al FeleM Il 

Se faqet A Batya se ge wel ToBI as ae W AAEM av. (87 

This passage, perhaps, shows the predominantly vishishtadvaita position of the Guru’s thought,—G. G, G. 8, 33 fn, 


3. Compare ; A. U., (a1—b6i, 231—230, ete). 


4, Compare: A. U., (22—26, 2%, 79 ete.) 

5. Compare: A. U., (21, 24, 29, 30, 71,72, 73, 75, 76, 79. 82. 83, 54). 
6. Compare ; A. U., (11—20, 106—120, 129—140, 166) 

7, Compare : A. U., (51—89 ete). 

§. Compare: A. U., (201—209, 243—251 ete) 

9. Compare ; A. U.. (211. 212, 213, 214, 215, 223. ete.) 
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The Akal Ustat is composed in twelve metres viz., Swaiya, Kabitta, Chaupai, Totak, 
Tomar, Diragh Tribhangi, Dohara, Naraj, Padhari, Bhujang Prayat, Ruamal, and Laghu 
Naraj, very appropriate to the theme and situations, Swaiyas are repeated twice, Kabitta 
and Padhari three times each’. 


Considering from a literary and philosophical point of view, the Akal Ustat would 
appear to be one of the best works of Guru Gobind Singh. It shows the poet’s mastery 
over language and style and his deep vision in the eternal glory and self-completeness 
of God. This composition is sure to have a prominent place in the Sant Kavya of Hindi 
Literature with the growth of study of the Dasam Granth. 


BACHITRA NATAK GRANTH 


While the Bachitra Natak is the title of Guru Gobind Singh's autobiography, 
the stories of Chaubis Avtar of Vishnu and those of Brana and Rudra and Chandi Charitra 
T& Ul, also constitute a part of the Bachitra Natak Granth. This is suggested by the con- 
cluding endorsements made by the author in almost all these compositions, such as 

Iti Sri Bachitra Natak Granthe...... © ...-+6++) 000+. Samapatamastu subhamastu.. 

Although the Bachitra Natak is an autobiography, this as well as the other com- 
positions, are nearer, both in matter and form’, to the miracle-narratives (atar-ama") which 
in Braj Bhasha came with Nand Dass, near about 1625 B. These miracle-narratives essayed 
to narrate the miraculous and salient, human as well as supernatural, events of the lives. of 
gods, goddesses or other mythological heroes. Ras Panchadhyayi, Maan Lila, Daan Lila, 
Virah Manjari, Ramayan Maha Natak, H anumannatak, Samayasar Natak, are some of the 
popular miracle-narratives’. The only reason for naming ‘such compositions as Natak seems 
to be that they displayed to the devotees the various marvels or wonderful performances 
of their favourite deity. 


The Bachitra Natak Granth also nareates the wonderful deeds or actions of Guru 
Gobind Singh as well as those of gods and goddesses who were sent by Akal Purakh 
on a special mission’. This part of the Dasam Granth has, therefore, been aptly named as 

the Bachitr2 Natak Granth i. e., the Book of the Wonderful Performances. The word Natak 


1. Metre Serial No Total Metre Serial No. bin 
Low aii s { 4 2 1 om i : 
ore sieges tk a: ei rl 1e0, 200. 
K abitta, 11— 20, 10 Padhari. oe - 
a an a a nr 
Chaupat L— 10... At Bhujang Prayat 91-120. 30 30. 
Pp 1 * 0 10. | I 4} ry | 0 20 a0 
Totak 141—160. 2 -®W. Hoel eS Fat 
Tomar 31— 50, 20 a). Laghu 2X ipa). 51—70: 20 20. 
Diragh aoa 
‘Yribhangi 211—230. 20 20. tie 
2, H. N. 105. t : 
oe ADEN s SEI BH gta al wa arte sz Ae | | 
aa. aia aa at gad sat gael) = Ay OY) 
4, re : ~~ =~ : ae ns ; ; y: es 
Compare aia eft faaa Sadak = ay aaa | K. A., concluding line after (15) _ 


5. Hi. NY 154-57. 
6. B.N, VI, (28, 20, 42, 43) ; Ch. A. 8 (3), 9 (8, 4), ote. 
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has been used by the Guru as a synonym of the term Lila’, the wonderful performance* and 
not in its widely accepted sense i.c., drama, a form of literature. This is evident from the 
use of the word Natak by the Guru in his autobiography*. 


3 BACHITRA NATAK 


The first narrative composition of the Bachitra Natak Granth is the Bachitra Natak, 
Guru Gobind Singh’s autobiography, which begins with a couplet invoking the blessings of 
the Holy Sword : 


“I bow with love and devotion to the Holy Sword. 
Assist me that I may complete this work4,"” 


The first canto is devoted, like the very last, to the praises of the Almighty. The 
second canto commences with the life story of the author in his own words, It is 
related in twelve sections and in three parts. The first part, second to fifth cantos, gives the 
genealogy of the Guru’s family from the ancient times. The second part, the sixth canto, 
deals with the Guru’s divine mission of emancipation and reformation. In the third part, 
seventh to thirteenth cantos, the author describes his wars with the hill rajas and the 
Moghul armies, This autobiography, like any other, is incomplete as it holds out a promise 
to relate further experiences of the present when it has receded into the past’. 


Cantos II to [V give what may be called a mythological account of the Sodhi and 
Bedi sub-castes of the Kshatriya race, of the rulers of the Panjab at Lahore and Kasur, 
and the descendants of Lay and Kush, the sons of Ram, who traced his descent through 
Dasarath, Raghu, Suraj and others to Kalsain, a primaeval monarch. There is at the end a 
prophecy that in Kalyug Nanak would bestow blessings on the Sodhis, and would, on his 
fourth mortal appearance,become one of that tribe’, 
In the fifth canto, the Guru says that in course of time the castes got mixed up. The 
Brahmans began to follow the ways of the Sudras, the Kshatriyas the ways of the Vaishyas, 
the Sudras the ways of the Brahmans, and the Vaishyas the ways of the Kshatriyas, 


In good time Nanak came with a message of his own. After his death, he was reborn 
as Angad, as Amar Das and as Ram Das successively, as one lamp is lighted at another. 
Apparently these were four Gurus but in truth in each body there was the soul of Guru 
Nanak. When Ram Das departed, his son Arjun became Guru, who was followed in order 
by Har Gobind, Hari Rai, Har Krishen’, and Teg Bahadur who gave up his life for the 
Hindu religion in Delhi at the Moghul court’. 

The sixth canto takes the reader to Hem Kunt’, near the Seven Sr‘ng (Peaks), where 


1, Sankshipta Hiodi Shabda Sagar (Nagari Pracharini Sabha, IV. Edition, 2002 B. P. 1104). fafaa Hla 
“4 tecacahrs Standard Mlustrated Dictionary of the Hindi Language (Hindi-knglish 6th Ed., P. 963) ‘Wonderfal Performance’ 
3. B. NV (14) i‘ 
4. 8B. Vol. V, 286. Compare: THAT Bl @en F) wt a ga fgaz 
* - 
gat oat | Ofte oe ge Of RE OBBTE Nr) 
6. B,N., XIV 6, H.S8. 367, BuN,, IV (7, 9). 7.. -B..B., Vitel) 
e * ~ ~ ( 
8. Compare . stag — faa si cat sa arer il etal ast Ha Ale aTaT I 


arata eff att fafe ad u dtg fa weal a SRT BLN as) 


9. B.N. Me ALat In Sanskrit ‘Hemakuta,’ the Golden Peak, isa chain of mountains between the Himalayasand Mount Mery 
—53. BR. Vol. V, 296. is 
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the Pandus exercised sovereignty. The soul of Guru Gobind Singh meditated on the Almighty 
and became absorbed in the Divine essence. The parents of the Guru performed penance. 
God looked on them with favour and (the soul of) Gobind was called from the Seven 


Peaks to become one of mankind, much against his will : 
“Then my wish was not to reappear, 
For my thoughts were bent upon the feet of the Almighty; 
But God made known to me His desires,”” 


PANG cevencesens ces sent me into this world’. 
“The Lord said, ‘When mankind was created, the Daityas were sent for the punishment of the 
wicked, 


But the Daityas being strong, forgot me as their God. 

Then the Devtas were sent. 

But they caused themselves to be worshipped by men as Siva, and Brahma, and Vishnu, 

The Sidhs were afterwards born; 

But they, following different ways, established many sects, 

Then Gorakhnath appeared in the world, 

And he, making many kings his disciples, established the sect of Jogis. 

Ramanand later came into the world, 

And he established the sect of Bairagis after his own fashion. 

Mahadin ‘Muhammad) too was born, and became lord of Arabia. 

He established a sect, and required his followers to repeat his name, 

Thus they who were sent to guide mankind perversely adopted modes of their own, and misled 
the world, 

None taught the right way to the ignorant?” 


1. H. 8. 368, Compare : 
atvg—faa a wal eat aaa we ll gal tél ag 4 Raa AE I 


iz fas oH ae Bl TAT UL za BE FH BE AH ATI BLN, VIE) 
2. H. 8, 368-89, Compare : 


Stas— aa afen en fale and ea WY gee Faq II 
a ysaa at FTI TT we Re Ue AT B NV) 
aan ath aam aT Til fad at ot taal arth 
a owt am Gs FHT aa at WaAC eT BEN. VIC) 
neta | Tea faaa ary A at seers it 
AgAT BQ IAEA Fala | sa Bt Ty a Peas Arar BAN. V ) 
aq aft fas am sfeuti faa dia gee set Wel 
a a2 eta wear af fasnatn faa faa saat og wala | BN. VE (4) 
qfa aft moa a staat il fara at faa g asst | 
aqa Ft ger Ft srt aft at Mfa Che a Prat i BNWT) 
qf aft cade at all aa got at fa aT 
gat ats as A etlioga el fara ta fast BN. VE es 
S ga Wa yea wos faa faa sgt Ua AAT I 
nergia ate sat STIS Bea FA BT BAT TT) BN. VE (28) 
faa at ce ca sas far faa ata aa snl 
qa} saat am saat afaag we a Ferri) BN VED 
ay Ha) Bodl «FONAT I IRAE BE OT Tara | -BNLYE (8) 
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“Wherefore, thou, O Gobind ! has been called, 
That thou mayest propagate the worship of the One True God, and guide those who have lost 
the road’, 


On this account God sent me, then I took birth and came into this world. 

As He spoke to me so [ speak uato men: I bear no enmity to any one, 

But whosoever regards me as the Lord, shall be dashed into the pit of hell, 

For I am but, as other men, a: beholder of the wonders of creation. 

The religions of the Hindus and Muhammedans have become corrupt, 

The Jogis and the readers of Korans and Purans are but decetvers, 

The sanyasis and bairagis no less show the wrong way, 

No faith should be put in the worship of images and stones, 

The modes of worship of Brahmans and Khshatriyas and others are idle and vain. 

All shall pass into hell, for God is notin books and scriptures, but in humility and truth- 

fulness? !° 
The next seven cantos relate the conflicts in which the Guru was engaged with the 

rajas of the hills and the imperial forces. The following details have been given at length 
in them : 

“An account of the battle of Bhangani; the dispatch of Mian Khan and Alif Khan to Jammu and 

Naudaun respectively to collect revenue ; the victory gained with the Guru’s assistance by Raja 

Bhim Chand over Alif Khan; the dispatch of General Dilawar Khan against the hill chiefs and of 

his son against the Guru, who was left unmolested owing to the son’s flight; the dispatch by 

Dilawar Khan of Husain Khan to reduce the Gure to subjection ; the failare of Husain Khan to 

carry out his orders; bis attack on the weaker of the hill chiefs; the victory of Gopal, King of 

Guler, and of Ram Singh, King of Jaswan, over Himmat, one of Husain Khan’s officers ; whom 

they put to death, the single-handed combat between Raja Ram Singh and Jujhar Singh, Raja of 

Chander, in which the latter was slain; the dispatch by Aurangzeb of his son to the Panjab, where 

the masands, fearing that he would attack the Guru, deserted him and fied to the highest moun- 

tains; the dispatch of an officer named Mirza Beg to support the young prince and the subsequent 

expedition of an army under four other officers who, believing that the masands were men of 


wealth, destroyed their houses and plundered their property.*”’ 
The fourteenth and the last canto is an invocation. Here is an abstract of this canto. 


as given by Cunningham : 
“Q God ! Thou who hast always preserved Thy worshippers fromevil, 
And hast inflicted punishment on the wicked; 
Who hast regarded me as Thy devoted slave and hast served me with Thine own hand, 
Now all that I have beheld, 
‘And all Thy.glories which I have witnessed, 
Will I faithfully relate, 
What I beheld in the former world, 
By the blessing of God will I make known. 
In all my undertakings the goodness of the Lord ‘hath been showered upon me, 
Loh (iron) has been my preserver. 
Through the goodness of God have I ‘been strong, 
And all that Ihave seen daring the various ages will I put in a book; 
Everything shall be fully made known,” 


i sqrt ga aife fara da wae Ra BE ANT II 
aie at 2 ae sere nsg ter Sale eee | -BNVI C9) 


Also, Compare: BN. VI-(81, 32, 34a,-etc.) 
R. Vol, V, 304 
8., 869. 


1, H.S. 368-69, Compare ; 


a By 
3. H. 
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oie on autobiography relates the chief events of the Guru's life up to the advent of 
prince’ Muazzim (famous in Indian history as Bahadur Shah)* in the Punjab. Afler this 
oe the unforgettable period in the life of the Guru, full of woes and miseries when he 
was a lugitive®. This period which represents a land-mark in the struggle for freedom from 
the political aggression and religious tyrannies of the Moghul rulers unfortunately remajns 
unrecorded. However, even in its Present form the Bachitra Natak has aitracted the attention 
of literateurs like Dr. Trilochan Singh and Dr. Mohan Singh Diwana: 


fo Dr. Trilochan Singh the autobi 
Parone to . obiography appears unique for the following 


(i) “Guru Gobind Singh gave a detailed account of his previous birth.” 


(ii) “Guru Gobind Singh’s discourse with’God when he was not quite willing to leave His lotus 
feet, but to fulfil His will and purpose he had to go.”’ 


(iii) “The battles which are described could never have been depicted by other writers in the way 


Guru Gobind Singh has depicted them, even if he had used available contemporary accounts” 


(iv) “Towards the end of the autobiography is given the plan of Bachitra Natak that was yet to be 
place He said, ‘I will write about the life story of Avtars as Thou revealest to me Oo 
0 : > . 
I first ~wrote Chandi Charitra, It'was a short version. Now 1 wish to give a more detailed 
version’, ”” 


Dr. Mohan Singh regards Bachitra Natak as— 


“a model piece of the aft of self-portrayal and self-estimation for its prophet’s self-consciousness 
' its simplicity of statement, its frugality of effects?” 

It is, in truth, an enchanting life story told in a confident, serene and charming 
manner, By the sweep of his epic imagination, he brings even the pre-historic past to bear 
on the grim present. The supernatural seems to him as real as the hard facts of his harassed 
existence, : 


The Bachitra Natak reveals the Guru's great love for describing battle-scenes. Out 
of fourteen cantos, in the eight he has described battles out of which in the seven he was 
directly or indirectly connected. In such contexts he has often exhibited good taste in the 
employment of figures of speech. He modifies the spellings and the forms of the words also, 
in order to extract musical value from them. 


The Guru himself gives the following description of a single combat and of the fighting 


in the battle of Bhangani:— 
‘Mahant Kripal, raging, lifted his mace and smote the fierce Haiyat Khan on the head, 
upon which his brains issued bubbling forth as butter from the earthen vessel] which Krishan 
broke. Nand Chand raged in dreadful ire, laanching his spear, then wielding his scimitar. When 
the keen weapon broke, he drew forth his dagger for the honour of the Sodhi race. Then my 
maternal uncle, Kripal, advanced in his rage. The brave man’s body received many arrows, yet 
he emptied the saddle of many a Turkish chief. Sahib Chand, as a true Kshatri, strove in the 
battle’s fury and slew bloodthirsty heroes, shining lights of Kburasan. Many excellent Warriors 
were slain, and those who survived fled with their lives. Sango Shah, lord of batile, gloriously 
acquitted himself, and trampled underfoot bloodthirsty Pathans Raja Gopal shouted as he stood in 
the battle-field, like a tiger in the midst of deer, The brave Hari Chand planted his feet firmly on 


ES 

B. N., XU. 

L. G: G.S.,.96. 

Ibid, 226.- 

The Sikh Rayiew, June 1955, pp 45—47. 
H, P. L., 40. 


Cu oe bo 
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the field and in his fury discharged sharp arrows which went through and through his adversaries?” 


The Guru himself confronted Raja Hari Chand and afterwards thus described the 
combat that ensued :— 


“Hari Chand, in his rage, drew forth his arrows. He struck my steed with one and then 
discharged another at me, but God preserved me andit only grazed my ear in its flight, His 
third arrow penetrated the buckle of my waist-belt and reached my body, but wounded me not. 
It is only God who protected me, knowing me His servant, When I felt the touch of the arrow, 
my anger was kindled. | took up my bow and began to discharge arrows in abundance. Upon 
this my adversaries began to flee. I took aim and killed the young chief, Hari Chand. When 
he perished, my heroes trampled their enemies under foot. The Chief of Korori was seized by 
death, Upon this the hillmen fled in consternation and I, through the favour of the eternal God, 
gained the victory, Having thus held the battle-field, we raised aloud the song of triumph. I 
showered wealth on my warriors®.”’ 


lL. 8. R. Vol, V, 39-40. Compare : 


asia sara — feart art Hast Bure | 


” 


ose 


aft fafea sea tz1 aa AT II 
qgl azz Bal sly aril Il 
a2t am fatal ae SFARZ II 
aati Hae EI 


eal waa aaa & ata ard Il 
Wal Wad Beat Bre We I 
amr ate) fea wa 
zal wala asx da wag \| 
giant gr aul tal Ge Ga | 


B.N., VIII (7) 


B.N., VIII (8) 


az fe ait aaa | FU GA AAA waiat garg ty BN» Vit ©) 
afsit aed Az Ad waza ll et WA Gat gwar wea ll 
aet dic ah wait wife acl aa wa ae fatet feat 1 BN» Vor oy 


aet ale Sara Fla BAI II 
fSqmtaaa ad aa 7s Il 
aet om Ale atlas aafaat Il 
net ata & ate Ha Tae 


8. Re Vol. V. 44. Compare ; 


ati az HAT UIT II 


qa @a al aa wal aatt il 
fants afex aal faa ust Il 
wat aifa ala daar qa afaat | 
ait ata &% afe we gat Il 


yar ara alm art at II 


B.N., VIII (11) 


B.N., VIII (12) 


ait zat ah % AN qiat sara || thasit aa ara aa e faa BN. VI ee) 
Fadia arm afar g wat wart fafast feast gare Te TAT II 
gui faa ai eq Tea | Fe saa sta oad Fara tl) BN. VIL (30) 
aaa BT aad aa afar aa ca afar i 
| st a sma Il em aT at Il B.N., VIL (31) 
aq ait wei wit Fare il 
aq arf aa u efaal cm Gare Il B.N., VIII (82) 
edz oat ll aatar wat ll 
g ans wt No at are et Ul B.N., VITT (33) 
cui faanft waa il aa Wa Wt Ml 
ae ota Ra 1 fea wa Ft Il B.N,, VIII (34) 
wm wf sie || aa ata me Il 
gq at awa il aa EA axe i B.N., VII (35) 
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The imagery of the Bachitra Natak is varied because the nature of the work is 


mythical,’ historic 


1. Mythical. Cosmogony i.e, the theory of the origin of the universe and its inhabitants -— 


agz— fara aia wa au yall snaa & feat sar ii 


AAT SAH VER YI i Blas safe ata eT BAIT II 
HAT TAC YA Yat || BL ava FAT AT sat | 
Braga sgt faq a2 i fae a aa aaa aa are I 
aang sth gM ae i aeaNz aT aa ale Il 
aa WW Beal Bl i saa fee Aa ae sar I 
wm Baw a Ra far i) aa Ageler aa ART Il 
edien tia aug fart uo aa at faafe ge ard | 
faa Bl ara set Ta su || faa BAT AAs Al aT Il 
Praaq ara Sa acfazr whi war am aafe a az 1 


2. Historical. History of the origin of the Sodhis :-— 


atqe— faa % aa feat wa wal ywaaale fe safe aaa | 


3. Realistic. 


Aa GA elt Wal AAI || Heal We Aayqswc Il 


aq fia ta ait Bl wal il Uae sawT Al Tar Il 
ala val afe wer aaraz il dia fara az fre afar | 
faq sat far ua HAT ll WA aeaAAa aafazrr | 
ged ara faa us BATA Ml Plea we Beat fe fast I 
dtar qa agit ae ses |! UNE Bal SZ AST UI 
uz #a ceqrtay al aa || alfa aifa % se ae ag I 
adt fat art gz Gar ll we FAL gla agar II 
afte at a ga faust i fwade Baad ast 
aga sia faqs Sarat Wo Set Ba a Ad Karat | 
faa t ga qa BS at Us aa BATH yeh 
at aa ts Pq aa We |) 
RMA AE BAUME Aa | 
sata way adt sare Il 
Wa aaie Fa aq TW | 
fae a Ja wal HW BAT Il 
qaaaza fea a ata i 


faa q Al ga Al Bawa | 
Brats fafa ane fran | 
aal WITT faated Ae || 
aiz\ uz au fafé arar 1 
gta Giga Gea BTS II 


Account of the battle of Bhangam :— 


ae— «3a CMa ae at fee fT 
eax |) Oaifeat a ETT I 
4H ac ase at fet dt ame fra II 
S fae sex wa fat far ati flag 1 
aii— agafeaageuifa faa, dat sae gaz aA ae | 


zin zim eR eat fagreat | Fax fae fra as ora I 


ay FAA Aa _arwH ll 


B. N. IL, (10) 


B. N.IL, (1) 


B. N. 11, (12) 


B. N. Il, (13) 


B. N. HL, (14) 


B.N. 11, (20) 


B,N, II, (21) 


B. N. LL, (22) 


B. N. TH, (23) 


B. N. I, (24) 


B. N. II, (26) 


B, N, 11, (27) 


B. N. IL, (28) 


B. N. I, (29) 


B. N. VIII, (38) 


B. N. VIE, (37) 


B. N. VIII, (36) 
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ments: by drawing on all his wide resources. 


The Bachitra Natak is replete with Adbhut, Raudra and Vira Rasas, and Ojas and 
Prasad Gunas. Its verse or metres closely correspond to the poet’s dominating mood. Its 
beautiful invocation to the sword in the beginning of this composition is a master-piece of 
vigorous and powerful style rendered into Tribhangi metre.* According to Dr. Narang, the 
following four verses of Gobind Singh forming an invocation to the sword are among the 
finest of their kind to be met with in any literature of the world and as they are almost 
wholly in Sanskrit they will be easily understood in all parts of India* :— 


Khaga Khanda Vihandam, Khala dala Khandam ati ran mandam bara bandam. 

Bhuja danda akhandam. tej prachandam, joti-amandam bhana prabham. 

Sukha Santa Karnam durmati darnam, Kilbikh harnam asa sarnam, 

Jai, jai, jagkaran, sristi ubharan mama pratiparan jai tegham*.. 

“Thou art the Subduer of countries. the Destroyer of the armits of the wicked, in the battle-field 
Thou greatly adornest the brave. 


Thine arm is infringible, Thy brightness refulgent, Thy radiance and splendour dazzle like the sun. 


Thou bestowest happiness on the good, Thou terrifiest the evil, Thou scatterest sinners, 1 seek Thy 
protection. 


Hail ! hail to the Creator of the world, the Saviour of creation, my Cherisher, hail to thee, O 
Sword !5"’ 
But when he describes his mission of championing the cause of truth and the 
suppressed humanity, he adopts the Chaupai metre in a quieter tone; 
‘And this great mission did Father, then entrust Himself unto me, and I took birth. 
And as He doth command I speak on earth sans jealousy, sans hostility, sans distrust, to any one. 
Those who call me god shall go to blazing fire of Hell. 
Indeed, am just His humble, humble slave let all men know. 


Am but his bondsman, only come to see this carthly pantomime—this pageantry®”’. 


is encyclopaedic knowledge of the past as well as of the present and has enriched his argu- 


a atte mar ait Ze Ae aale | afer aft dat 17 Ae I 
far way aa ia qTa | #31 aa AT az aaa |i B. N, IL, (4) 
qe— afe afta ge ne? faa fan ay arfe 
aa a wma aia fas sada ane i B. N. VI, ((0) 


ateu— aa cf & an & ta afte ararz il 
daaa az a mat oa A mete OB NXEO) 
2. Compare H. P. L. 40. 


3. T.S., 142. 1 is, however, difficult, to fully agree with Dr. Narang that these verses are wholly in Sanskrit as most of the words 
are in Apbhransha form and the compounds and forms do not completely follow the Sanskrit granaraar rules. 


4. Compare: aude fae aacads alrwmde ate | 
qséz ade aude ailande wa ll 
Gada guia Palace saa | 


& F aman faacstem aa sfane SF aa i B.N.I, (2) 
5. 8. BR. Vol. V. 286. 
6. The Spokesman, Guru.Gabind Singh Number, 1452, p. 18. 


Compare: = ATE — ae ef aa aE Isa aa A ama aaa ale sal II 
faa faa vet ca fa ate ati ase fag aca The et ly) BN» VE GD 
Slex at waar vat 21 aaw ace Pe afe wee 1 
ay a Me ae a AAI ar A Bs a Ss eA WBN VE (32) 
nal wa we a aaritaft amy wg gata il BN. VL (33) 
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The metres used in the Bachitra Natak are Swaiya, Totak, Tribhangi, Dohra, Naraj, 
Bhujang Prayat, Rasawal, Chaupai, Chhappai, Bhujang, Arilla, Madhubhar, Padhri. Dohra, 
Bhujang Prayat, Rasawal and Chaupai have been repeated a number of times, as is evident 
from the data given in the footnote’. 


1. Metre Canto No. Serial No. Total Metre Canto No. Serial No. Total 
Dobre . I l. ] 37—44 &. 
I 2,9,18,35. 4. — : 
IV 8. l. “i : 
Vv 9,4,15,16. 4 nary i 
V1 30,47,56,59, se nae ; 
sie es : 19—38 20. 
VUl 19,23, 36,37. 4. rear ip 
Ix 15,24 2. Iv 6 “g 
ya 9,10 2, VI 51—52 2, 
XI 4,5,7,53,57-59 VIII 13—16 4. 
65,66, Q. 31—35 5, 
XII 9,11 2 Ix 11—14, re 
xu 22 1. 36, XI 33-42 10. 
Dohra 5 
(Charani) XIII 24,98 2 =, os eae a akg 
Tribhangi. I 3, : ‘ / i 
XI 55, ‘a 2. Chaupai. it 1, 1, 
Bhujang- 3— 8 6. 
Prayat I 3—19 17. 10—17 8. 
2420 7 19—34 16. 
35—26 2 36. 1. 
5969 11, = : . 2 
16—77 2. = < : 
naa “ 5—I4 10. 
aE = a8 * VI 1—29 29. 
III. 5 5. apres ; 
i " 41—46, 6 
a hk ee 48—50 9. 
vI 118 9. tee Ss 
17—I18 2, 57-58 2. 
e aoe . 6)—63 3. 
XI. 18 e) om eo a eee " 
Bhujang. JI. 39—44 6. Vil an 3 : 
“ia - Ix 1-2 9 
VIII 24—30 7. Ps : 
£x. Tea 6. d avs 
16—22 7, x {— 4 4 
XI. 26—32 ve XI 6 : 1. 
45—52 8. 41. toe : 
vet . 
Swaiya. IT 84. 1; ys : 
: 92—101 10. iL. i? 2 
c ; XI ae; 5 
Totak, L, 53—a8 6. 6 10, 12 9 
Naraj i 45—52 8. XU | 121 v1. 
78—81 4, om ; 
TU, 10—18 9. XIV 1-11 11. 162. 
v. < di Ghhkeppal, iit © _ 80 | 1. 
vi 34—40 7. Arilla IV 7 1 1. 
x =F a Madhubhar, IX 8-10 3. ; 
XI bb—56 2. 33. XI 16—24. 9% 12, 
Rasawal. I. 20—23 4, Padhri. 43—44 3, 2 
31-34. 4. Grand Total. 471. 
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» -, The diction.of Baciira Natak has a characteristic of its own. Tt has all’sorts of 
words; monosyllabic aswell as polysyllabie; simple as well as compound, curreht a8 well as’ 
poet’s own coinages, but words of Persian and Arabic origin are conspicuous by their 
absence. The poet’s mastery of the-diction-is-evident fromthe fact that the poet, though a. 
Panjabi, has rarely employed Panjabi words of common usage into this Braji composition 
which is influenced by Avadhi and archaic Hindi. 

With the exception of Gosain Charitra by Beni Madhav, Ardh Kathanak by Jain 
poet Banarsi Dass and few works of its kind, biographical poetry in the history of Hindi 
literature, as is found’at present, is rare*. However, in the Hindi literature of the Panjab, 
which, being in Gurmukhi script, still remains unrecorded in the history of Hindi literature, 
are to be found two types of biographical poetry, i.e., biographies and autobiographies. 
The works known as Guru Bilasand Janam Sakhis by different: authors are’ the poetical 
compositions of the first kind. Those which have come to light so far are Guru Bilas by Bhai 
Darbara Singh, by Bhai Sukha Singh and by Mohan Kavi and Janam Sakhi by Baba 
Ganesha Singh based on the lives of the Gurus. But the Bachitra Natak by Guru Gobind 
Singh is an autobiography which is unique in the history of the Hindi literature. 


4-5. CHANDI CHARITRA | & II 

The theme of Chandi Charitra ( 1& II), the exploits of Chandi, is the same as that of 
Chandi-di-Var, the ballad of Chandi. Both are the free versions—the former in Hindi‘ and 
the latter in Panjabi— of Durga Shapta Shati*, ie., the seven hundred verses describing the 
exploits of the goddess Durga in the Markandeya Puran in fourteen cantos (81-94) : 

Racho Chandka Ki Katha bani subh sbh hoi* 
Iti Sri Markande Purane Sri Chandi Charttra Ukti Bilas.........adhyaya samaptamastu subhamastu* 

Both the Chandi Charitras and the Chandi-di-Var ‘are Guru’s renderings, in different 
metres, of the wars of the goddess with eight demons: Madhu, Kaitab, Mahikhasur, 
Dhumar Lochan, Chand, Mund, Rakat Bij, Nisumbh and Sumbh. 

Chandi was the ruling princess of Ujjain. She succeeded to her father’s throne on his 
death. Being the only child of her royal parents, she led a secluded life, but hada great repu- 
tation for her ability and valour. While on her way to the river for offering ablutions she 
was approached by Indra who could not get access to her otherwise. He had been driven 
out of his kingdom by the demons Mahikhasur, Sumbh, Nisumbh and others and had in 
his utter humiliation no other source of help than Durga’s. She laughed at him, for, his 
overweening pride lay now in the dust. But then she took pity upon him and riding ona 
tiger she marched her forces into the field in order to destroy his enemies, the demons. The 


demons led by Mahikhasur were very brave warriors but were at last defeated and driven 


$$ 
+ H. 5. hos 216. 


1 areat gw aw aft aftr fea F 1 Oh. Ch. I, (6) 

2, tal sear al sar amit ga ay zz il Ch. Ch. 1/2) 

3. ay afaazer at afar: so Ch. Ch. 1, (233) 
a7 86ST TRI I Ch. V. (65) 

«. gf ana2qua aeslah asafafsara “-seary aqawag Baas | Ch. Ch. I, 
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gut of Indra’s kingdom, After her return they began to harass the king again. This time 
‘the battle waged fiercer and more havoc was wrought on either side, At last Durga succeed- 
ed in extirpating them one and all and reinstating Indra in perfect peace. 


The first Chandi Charitra begins with the line :- 
Ek Oankar Sri Wahiguru ji ki fateh. Ath Chandi Charitra Ukti Bilas, 
The only one God. Victory to the holy Wahiguru ! Now the tale (bilas) of the deeds of Chandi will 
: be told? 
Then comes an adorational invocation. The poet, after invoking blessings to begin 
the work, prays for the safe completion of the work undertaken and Says : 
| Oh, the giver of happiness, the remover of all the fears, called Chandika! If you grant me light 
and intelligence, I shall compose a wonderful tale?, 
I now start composing the Granth if you permit me, , 
I shall stud the composion with sentences full of jewel-like choicest words. 
Kindly help me in putting in a propitious language this entire composition, 
Which I think is a wonderful narrative’. 
In the end, the poet says : : 
I have narrated Chandi Charitra in verse. It is imbued with raudra rasa (the martial spirit), 
Each verse is more stirring than the other. From the beginning to the end all the similies are 
luscious, fresh and new.4 
He says that he did it for amusement*, but adds : 
He who heareth or readeth this for any object shall assuredly obtain it’, 
He further refers to a special object of his own: | 
I have translated the book called the Durga Sapta Sati, the equal of which there is none, 
Chandi! grant the object with which the poet has translated it,’ ‘ef 
The Chandi Charitra 1 is divided into eight adhyayay. Each one of the first, second 
third, fifth, sixth and seventh adhyaya ends in : | 
Itt Sri Markande Purane Sri Chandi Charitre ubti bilas......... dhiyayt® 
And the eighth adhyaya has no such ending line at all. u . 
that the fourth ainda ieasin : | . MBE SLERDS COURT kes Say 
Iti Sri Bachitra Natake Sri Chandi Charitre Chand Mund hadh Chatrath dhyayi® 
Thus ends the fourth chapter of Chand Mund badh of Chandi Charitra in Bachitra Natak Granth. 


1. 8. RB. Vol Y., al, 
Q sh 8 oafeaestat ct | aa aa aia - Sa AATE Nl ch. oh. (First tine) 


\ 


2, Faz BA GH Weta WA ASH ara i cal afta afaa TAB AFT WB Moh. ch. 1. (5) 
3. wea Bas ate daas Ft wa sazax aga Sa at ad 
areT ga awe weet altel feat Hi azqa ear sae wae aft Bea FH cn. cu.1. 

a 48 afta sfaa # achat aa & ca aad 21 

Gh ¢ OF talet weal ae 3 fea az squr a as 2 | Ch. Ch, I. (232) 
é t3iH fa al afs 3 afaaar st sar 2a Gxt wz @ 1) Ch. Ch, I. (289) 
6. sle aiaa qe alae ke al aad Alt alfa az é lI Ch, Ch. I. (232) 
7, aa aeazsr at sta a aA wae a STE II 

ime alata tia 3 afer g te dear alg || Ch, Ch, I. (233) 
8, aft Santsqa Haas waefalearae fees | 
9. de oafanet aiddlata deq'cagsaty fase Il 
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This line alone is sufficient to establish that the Guru had planned this composition 
to be a part of the Bachitra Natak Granth’, 


The Chandi Charitra Tis composed in 232 couplets and quatrains. The poet has 
made a liberal use or Swajyas and Dohras with a sprinkling of Sortha, Kabitta, Totak, 
Punha and Rekhta metres in it?. 


The Chandi Charitra I begins in the same way as the Chandi Charitra I but without 
the words Ukti Bilas. 


The prologue of Chandi Charitra II which isin praise of Chandi ends with the 
following couplet : 


‘The saints who continually meditate on thee, O Chandi, 

‘Shall at Jast obtain salvation and find God as their rewardi,’ 

Even if a foolish person reads the life of Chandi, immense wealth will be bestowed on him; 

If a coward reads it, he will be able to fight most bravely: 

If a jogi keeping awake the whole night mutters her name, he will achieve the highest yog with all 
its sidhis*, 

If a student reads it, he will be enlightened with knowledge of all the shastras. 

If any jogi, sanyasi or bairagi mutters her name, he will attain the highest virtue’. 


Each adhyaya generally begins with : 


OATH. “Siuyuceaaacusiocisenseaay judh Kathnam*®”’ 
And ends in: 
Iti Sri Bachitra Natake Chandi Charitve..-.......—.....-.-.dhiyaya sampuranmastu subhmastu.? 
1. Dr, Trilochan Sigh contends that Chandi Charitra I is not & part of Bachitra Natak Granth—The Sikh Keview, May 1955, 
PP 
Chandi Charitra I 
Ukti Bilas 
Cantos 8. 
M Serial No. Total Metre Serial No. Total 
etre 
Sortha, 12, 20, 87, 117, 122, 129, 172, 7 Kabitta. 652, 89, 181, 209, 210, 227, 230. 7. 
Swaiya 1, 4, 7. 11, 14-18, 26, 32, 34, 36, 40, 41, 43, - otal. 8, 9. 2. 
46-50. 54,55, 59, 62, 64-69, 71, 73-75, 78, Dohra. 2, 3, 5,110, 19, 21, 23-25, 27-31, 33. 35, 37- 
79, 88 92, 97-99, 101, 108, 110-116, 125, 34, 42, 43, 44, 45, 51. 53, 66-58, 60, 61, 63, 
126, 127, 180-135, 187 138, 159, 140, 142, 70, 72, 76, 77, 80-86, 90, 91, 93-96, 100, 
143, 144 148. 147, 148, 149. 150, 151, 153, 10 -107, 109, 118-121, 123. 124, 128, 136. 
154, 125, 156, 157, 158, 159, 160, 161, 162, 141, 145, 162, 163, 167, 174, 176, 178, 183, 
164. 163, 166, 168-173, 173, 175, 177, 179, 187, 203, 204, 208, 220, 222, 223, 233, 20, 
180, 182, 184, 185, 186, 1&8, 189, +90-199, Punha, 6, 13. 2. 
900, 201, 202, 205, 206, 207, 211, 212-218, Rekhta, 22. ih 
919, 221, 224, 225, 22, 228, 229. 231, 232. 134 Grand Total Ty 


3 2 ant fara at fas sf fat 2 da | sia GAR gaa a TafeN Aaa || Ch Ch. TL 262) 
qf qe Wat we wa Te get aT awtat Gz Me I 
at tf wa FG AT wat Nat Ta set ae fae erat | Ch hI (260) 
at ae famadt fa 24 ae aq areata FI az a Il 
ai ait eT HE A RT Gea ST fer ats || OH Co, TL. on) 
oo a ee SO eS Ce .. bli 
gfe cafaaaieh ASIANA... ee saad atad at Baan fara aqaaag garag tl 
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The Chandi Charitra IT is divided into eight adhyayas as Chandi Charitra I and 
is composed in 262 couplets and quatrains. A large variety of metrical patterns, viz., Sortha, 
Sangit Naraj, Sangit Bhujang Prayat, Sangit Madhubhar, Kulka, Chaupai, Totak, Dohra, Naraj, 
Bijai, Beli Bidrum, Bridh Naraj, Bhujang Prayat, Madhubhar, Manohar, Rasawal, Ruamal and 
Rual metres have been employed to suit the thought, emotion, character and situation’. 


To Guru Gobind Singh, Durga was an incarnation of Bhagauti (Sword) who is herself 
a symbol of the divine power. Her spirit, that protects the weak, awakens the suppressed 
and inspires and stirs them into action against injustice and tyranny. Guru Gobind Singh 
wanted to revive the ancient spirit of kshatriyas and breathe valour into the veins of the 
old dying nation. It was with this exalting notion of his national mission that he regarded 
heroic literature as a means to this noble end. Jt was in this martial spirit that he regarded 
God as All-Steel and Shakti and gave expression to his burning desire for new shakti in 
both his devotional and secular works, and thus founded the cult of Shakti. He always 
invoked the blessings of Shakti to give him strength in order to champion the cause of truth 
justice and oppressed humanity:— j : 

“Give me this power O Almighty, from righteous deeds I may never refrain. 


Fearlessly may I fight all battles of life, full confidence may I ever have in asserting my moral 
victories, 


May my supreme ambition and learning be, to sing of Thy glory and victory, 
When this mortal life comes to a close may I die with the joy and courage of a martyr.” 
Well does Dr. Diwana say that Chandi Charitra unveils Shakti in all her affection 
and awe', 


165, 173, 174 


2. The Sikh Review, May 1955, p. 39. 
Re faqr ac ale at gu. aaa 4 sag FT ett I 
aq au aft at aq are at fast FX BUTT Gta FAT I 
are fra €l aaa Alaa at ce WAT eS A TS TAT I 


a 
<a — 


r HH. 1 ag Ls 41, 


aq aa at az4 fara aa wa el ta A aa A AT Il 


21 
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1. Chandi Charitra I. 
Cantos 8, 
Metre Serial No. Total Metre Serial No. Total 
Sortha. 78. i & Bijai. 109, 111. 2. 
Sangit Naraj. 175. iS Beli Bidrum, 133-138, 215-218, 220. ll. 
Sangit Bhujang Bridh Naraj, 147, 1. 
Prayat, 112-118. (x Bhujang Prayat. 13-15, 22-25, 55-58, 

Sangit Madhubhar. 166-172. 9. 124-126, 157-163, 205, 
Kika. 39-49, 4. 206, 211-214, 223-261. 70, 
Chaupai, 26, 27 44, 45, 66, Madhubhar, 28-31,201-204. 8, 

67 79-89 (93, Manohar, 110. 1. 

195-2: 0, 221-222. 20. Rasawal. 6-11, 49-54, 59-63, 
Total. 16-19. 4 90-108, 121, 122, 
Dohra, 12, 38, 5% ai 64, 127-132, 148-156, 

5, 77, -23, 138; : : 19% 

188 ae fee t4. Ricaat eee 189-192, 207-210, = 

: -5. 20, 21, 47, 48, > : 

wake 119, 0, 1408, Rual. 68-76. a 
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In the Chandi Charitra (I & II), the poet has shown his mastery of similies and epi- 
grams He has not merely told the story of the goddess and her battles but has described in 
details all the various incidents interlading them with similies and metaphors and thus has 
given vivid and lively pictures of the field of battle and the various fighters. Each verse, 
each line and each syllable breathes the fire of life in the dead, inspires the cowaradly to love 
war and hingles new courage in the blood of both the catered and the listeners. 


In the Chandi Charitre Guru Gobind Singh has forged a new style, an inkling of 
which we find in the Buchitra Natak in his invocation to the Sword. The rhythm of the 
verse, the use of alliteration and the diction, all combined together produce a music, which is 


played in accompaniment with the twanging of arrows, the clashing of swords, the beating 


i. Compare : bie Chandi Cheritra I, 
eat — diz adit fara Fag mia & fear J aa frat i 
= ag zeal aa ae sae S Tat Halt % fac wales i 
qs dat a4 agar Sea, nfe afta 9% artist 
fas acta ata az ES a Teal ce ara cata | ch ch 
a aft de sae ode net qe aa ze alll 
we a an feat eer ga fare eu za Fatt 
aa qa ta are ed afe@ ala va afa gz aa Alar 
faz ama at sftusaearst & sz ear afcatat ll ch ca. cs) 
aa Gal a al aa Hate qt faa 2g da afta 21 
az at aE BIT aq ae # ae se want afzat 2 1) 
AIC eI HK Ga qt aia a alt # zq zs faetcsr 2 
at ws ae ata de giz wat age afte ei coche yao) 


afa ai, meargt Wt at as ars ave aie zu 

Taq aa aE qa at Hq wads Ge Bea z 

waa Wak % at aq SF Bz aye aura gitar = 
sisal faa vara gat wal arta H fate A sata!) onc 1 ay 
g6 Hid 4 Ga sical ata & waaa # fase 2 afer at Er II 

gist sie aur sa nat fa aa ante sta acer ii 

fat sata % qoaa cial gz ua afest aH az ar 

WA Gea sl Acaae Se sara f feel aH cn.ch1, 3) 
Hi Wl aa aa wel sadl aeaige ae waite i 

dqsqde % arafe siz nese waa fas aBarilesi 

qize a sya afte de g salt ar aa Hat sical : 

FAS squad Tak Jae Bl waa SB Be Mat ata ca cs) 
qq axe dae qe fae aa wel aas War ash 

a@ asad faa wes adi at TH fire afan aA s II 

SAT say gf BAN Y Waa Ba Te ARTI 

wet aft fage % za ts & aaa fas so TAF cn.cn.1, 660) 
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The verbal music produced 


chiefly by employing the the devices of alliteration and onomatopoeia seems to reproduce the 


s 


alag— 


aaa FT— 


Ta al am sana at sada faa % WJset Il 
mH ATAa stl ae ants aq wa Farrer 
get aaata fet ae aie we awet ost fasqeer i 
qa daa at aft aq o safest aat a aadeuer il 


9a frg'a veo tral a art a tay arg Fest 2 
Mea VL ale Te te, ma famata ata  aaftsit @ Il 
yz aa fac tea 4 faa Ia sate sea afte 21 
WE Haat al He + Saas va as Ae ete 2 | 


at feat wa fae set a Ga fas ga fet azar il 
a BTR aH aah ga we gan et FAT II 
ea ae Jar ZH aad ait a aa fas aa fat TAT II 


a ay faa Zé ; fafa staq arm ait tr A atari 
eT & ads ode adt <4 eS % YH We wa aati 


aa fata aR wal aq qt we act ax Fatt 


7X G2 aS gfa H afe she au faa ae ste at 
aid War Sgatca fase al az atest fae arte fat I 
qa Tare ATA AfLalgt yANTTA Fa ATA AAS || 
qe fat ata at ay aa ata AS ae Ash A= Ee Gea | 
THAANTH BA THA WAT FLA FTA aaa a TUT ta Hea Il 
ae AGU Awa Walt aaa ag sage Sa Ft dear | 
Chandi Charitra IT. 

waa waa ow fat aa gat al gz qe | 
aq osy faa afaga cad fat wae | 
7X EROS I 
ah aH ft ate og AR AR gHeet I 
tt te wa oetzt | Ga ote mz UI 
Pc ait sag ea ga fer I 
me me ft wasxa ale a wat i 
sa outta OTT CII 
mt ome | Of Oats ft: Fea I 
af wege #3 a aa aa il 
75 dh Ya get we Ff GW WR Il 
HAVE fara ale TAI = - aU I 
a st dat se seat far aa 
af afe oat atna ef af gaan 
aft ofa faa aml ft Fe gai i 
gic gf ot at @ aft mir 9g ax ii 
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Ch, Ch. I, (62). 


Ch, Ch. I, (68) 


Ch. Ch. I, (69) 


Oh. Ch. I, (97) 


Ch. Ch. 1 (230) 


Ch. Ch. 11, (69) 


Ch. Ch. 11, (70) 


Ch. Ch. II, (73) 


Oh. Ch, TI, (74) 
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actual action which this verse sets out to echo. The galloping verse, the best of accented 
sounds and the varying pause reproduce the speed of action and the hurry of movement 
In actual fighting. It is indeed a rare verse that shows a mastery of technique and elaborate 
art. 

The Chandi Charitra (I & IT) has a character different from all other works. It has 
nothing of a sectarian spirit, little of a religious tone, rarely inserting prayers and invocations 
to any deity, and such as are inserted are brief and modezate. It deals little in precepts, cere- 

monial or moral. It presents an uninterrupted succession of legends, Its leading feature is 


qe ae 8 aaris IU ast BAT | 

am st at wi ow oat mT Rta 

ay AX sw aat aa fase HSIT I 

as qs am ats AT ANT plat HANT |I Ch, Ch, 1T, (76) 
ys je— Pa aT aT gtlg sere | feed cat sa wet aa I 

3 qT Ale HSH BAIT | afaat wee Aya Awa | Ch. Ch, 1, (84) 


qa at AG at wade 1 wd ge ee a at aes 


aah aad atic wit | war faeae art ath qaes 1 Cu. Oh. TI, (85) 

Gil Fe HE Va eH gee 1 Fe We Ts FF aw seq | 

Wal Tt G Hla as Gd | at at te faze AAT cn. ca. rr, 0) 
Walet J7— at sar Far a aa safia de aaa wa Fe Il 


meq am dana ax aazata faa aaat utr BE II 
were Wz safe sin et si at alfaa aah 


Hal ae AsTAT Bt aye % ale faust FF il cu. cna, aio} 
aia asia ez —BMs27 BT Fe Bee | aTSTT AN Iss ares II 

AMSAT ANSE aTSTT aI TST TTS AAT TNS ch. ca, (112) 

aMeet At aTSzi cay lomeea Tat wi ga ta) 

aiaseat aaa ANSE FAL laimsea at swe Smit | Ch. Ch, 1, (113) 

ame ast ameda dit’ | ameda amt aad fase dic’ 1) 

TaSAT WSs Bass TA | BTSs Heda BT RAT |) Ch, Ch, TI, (114) 

aMgeT Tal AISA AIA | qATSsTT TTS SSeS 1 

agen gedt gt Fess lameta aA gaze asi on. ch. 11, cis) 
Aaifaga He we Fe OO HRT Feld lafe aaa Fe | FH II 

ae aaa aif fama ine wad Sa waa i Ch, Ch, I, (133) 

Se Sed SAK SHA (az OAC aa I 

aa wad ait sae aree IT ART ch. ob. 11, (134) 
yaad Ft— SHI SH SM ca eH Ale | agr Are att at fara | 

eal Wet ate aa ala aT | a area get SMa wT ANT ch. cn, 11, (282) 
qsinaaa ee— SUT eH etal Se gee ere | TET ye TST ea’ eet ATT II 

qzraz 4d asa aw | gt ma ates aa ae ch. ch. 213) 
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narrative absolutely devoted to the heroic achievements of Chandi, ‘the Fierce’. Such a 
dynamic poetry which was written with the purpose of insipring bravery, dispelling 
cowardice and filling the hearts of the troops with valour and which induced in them the 
dreams of battle-scenes and made them feel the very presence of Ran Chandi (xq-a#t), the 
Goddess of war, dancing in the temple of their hearts, thus inciting them to spare no suffer- 
ings until they had put an end to the political and religious oppression of the Mughal 
rulers and liberated their motherland, the Panjab, will undoubtedly find a prominent place 
in the immortal ballad poetry of the Hindi literature as and when it becomes easily available 
in Dev Nagari character. 


6. CHAUBIS AVTAR 


The Chaubis. Avtar begins with an introduction running into thirty-eight quatrains 
(Chaupais'). This introduction, though brief, reveals Guru Gobind Singh’s conception of 
God and his belief in the cause, purpose and form of the descent of a deity upon earth, 
The Guru firmly believes that the One-God Himself is unborn, garbless* and unseen’ but 
is contained in all things’. He is the Creator® and Destroyer’ of the whole universe, all acts 
ultimately proceed from Him‘, though they appear to be done by His human instruments’, 
He Himself remains completely detached and hidden in this universe”, He does not 
accept censure from any one (for destroying him) but rather casts censure on others" 
and as such whenever there is a portentous phenomena foreboding a great misfortune, 


I. Inti oduction 
Chaupai 1. 38 38. 
2 Sia waa aad a aa a sat ASA ASAT ch. A. Intro (13) 
3. azl waa wad ws llama aaa satel Fes il ch. a. Intro (15) 
4. faz iz 4 ate aaal | He  AH BAA Seal 1| Oh. A. Intro. (18) 
Ada BF frre afé Sat Il faz Hx Wet HAG AAA! {1 Ch. A. Intro (15) 
5, fafae sofa & sta aarat i wa Sta aa dt ate AAT tl ch. A. intro (34) 
ai fig fae surat saa || ase AA AMT saad Il 
| age aa wua at fasror ll aa Hig fara fara STATI I — oh. A. Lato (85) 
i, Gat #1 UE TA THAT ATT I -neeeeee ese cone BER one ee lI Ch. A. Intro (36) 
Ay Al BI BNA Ss aray ll Al AANA AAA BT | Gh. a. Intro (12) 
BIA AAT ET BUT THT Ul wn neeeeeeeereceescccennecs i Ch. A. Intro (3) 
STA WUT < 3E PRIA Il te esnvacnsaavsniccactomere | Bk Meatio inal 
i, aq aq aq a at Har | raves 0; te¥esen econ nnaise sens i Ch. A, Intro (9) 
8. 7 Mt Fl WI ll mA He Ss ZaTa Ch Astntra (6) 
u, ‘iq Bi9at ala Bore il wae & fale z afta | Ch. A. Intro (6) 
Compare the Panjabi. proverb: 
aa a ST. I ATA qa ary I 
Death cometh to take one, but it is called by the name of fever. 
10. aya tea fauaa aaa ll wa Al Al a aa All ca. A. Torro 66) 
ay fay TET TWAT UL ce eeeweeeeeceees OEE Ee ll Gn. A Iniro (6) 
11. sq faat fla a aati sata fax altars dtar ll sh, A, Intro (38) 
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He bids gods to descend on earth as saviours of humanity, called Avtars*, to fully 
His will and purpose’. 

The Guru maintains, as revealed to him by Akal Purakh’, that all the various in- 
carnations have failed to find even a trace of God, have got themselves confused in false 
conceptions and useless ceremonies and have confused others equally’. 

He says that the Yogis and the Sanyasis, the Jains and the Muslim faqirs are all loot- 
ing the world with various types of hypocrisy and display of religious fervour. The true 
saint, the lover of God, can never remain hidden. The true love of God is always rewarded 
and the evil doers are ultimately punished’, 

The Guru asserts that God is one for all and the primary aim of religion is to realise 
Him and that ifa person rises above the narrow sectarian views and knows the one 


Supreme Being even a little, he knows the Real Thing’. 
The Chaubis Avtar is a romance of twenty-four legends of as many incarnations of 


god Vishnu". It is composed by Syam* who is no other than Guru Gobind Singh himself*. 


These twenty-four incarnations are :— 


(1) Machh (The Fish) (2) Kachh (The Tortoise}. 
(3) Nar(The original eternal man) (4) Narayan. (Who resides on water) 
(5) Mohini. (6) Bairah or Varah (The Boar). 
(7) Narsingh (The Man-Lion). (8) Bawan or Vaman (The Dwarf). 
(9) Paras Ram. (10) Brahma. 
(11) Rudra, (12) Jallandhar. 


jon’.—C. D, H. M,, £3. The title is giver to thos? champions of 


* Ayrar is a Sankrit word which meana ‘a descent’ or ‘an incarnat 
humanity who come to its rescue in national crisis or emergencies. 
God manifests Himself in striking forms whenever new adjustments have to be sought about. The special revelations are 


ealled in Hindn mythology avtars or descents of Goed,— An Idealist View of life by 8. Radhakrishnan, p, 337. 


aq wa ata altale sar | ta FTA FE ALA AAA | Ch, A. Intro. (2) 


qa aad Ad Falta ll gae Gua #1 qa saizfa || B. N. VI, (43) 
eee qzt aal fa aqe vaferarafa aIta | 
Ary AA TA aztala 4 asaraey | Phagwad Gita, IV, (7? 
qfama argat faa 4 Zoey | 
qaneg gala auarta ait ou (I Uhagwad Gita, iV, (8) 


9. BN, VI (6-28) 
a aaa waatt sale ll fatal ga se TAR AT | 


aa at a at waTt | ad AE fasig Set ch. Ac Intro. (7) 


4, The Sikh Review, June 1955, p &. 


ant afasret 2 Fa ester gadarst Ta HA I 


Sq at wea dare il aga are fee Arg TAT oh A. Intro (29) 
i. ag qea faa aa gata i faa eto am Fee SWAT ch. a. totro (22 
faa ac ue ae seat il fat a RAAT, FE AAT | Ch. A. Intro. (96) 
6. The great deity of preservation and restoration. —C. D, H. M., 36, : 
ER athe g SC Speer ma {| aqtaa a0 Salad aqz l| i ds Inte. (a) 
. For the discussion on the name Syam see Chapter I, 
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(13) Bishen or Vishnu. (14) No name specified, but understood to 
be a manifestation of Vishnu (Shesh- 
shayi Avtar), 

(15) Arhant Dev (considered to be the founder of the saravagis sect of the Jain 

persuasion, or, indeed, the great Jain prophet himself). 


(16) Man Raja. (17) Dhanantar (The Doctor of Medicine). 
(18) Suraj (The Sun). (19) Chandrama (The Moon). 

(20) Rama. (21) Krishna. 

(22) Nar (Arjun) (33) Baudh or Buddha 


(24) Kalki or Nih Kalanki to appear at the end of the Kalyug, or when the sins of 
men are at their height’. 


Prominent among these are the following ten? :— 


(1) Machh. (6) Paras Ram. 
(2) Kachh. (7) Rama. 

(3) Bairah or Varah. (8) Krishna. 
(4) Narsingh. (9) Baudh. 

(5) Bawan or Vaman, (10) Kalki. 


Of these the major and most important are Ramavtar (864 Verses) and Krishnavtar 
(2492 Verses). 


The brief stories of the wonders and marvels of each of these Avtars as given in the 
Dasam Granth are given below. The metres in which they have been narrated are indicated 
in the foot notes. 


(I) Machh Avtar (The Fish) 

Once a demon, Sankhasur by name, harassed the entire world. Upon this, Vishnu 
appeared in the form of a fish who churned the ocean, and thus troubled the demons. 
The latter got enraged and threw away the Vedas into the ocean. This naturally upset 
Brahma, Now Machh Avtar came to his rescue, A terrible fight ensued in which he over- 
powered the demon at last. He seized back the Vedas and restored them to Brahma. 


1, ©. D. H.M, 38. Compare: H. P. L. 38; 8.5 , 358, 
2. za ufe faale g ga waar ll fa aff car Ua ZAR I 
Bat Ata Ta Baare ll sel Gg faa faa ste Hear ||  Ch- 4. Intro (4) 


Compare: According to the generally received account the incarnations of Vishnu are ten in number, each of them being 
assumed hy Vishnu, the great preserving BeMints to save the ou? from some great danger or trouble.—C. D. H. M, 35, 


aaigewa aula aed ynlagigad fi Rae afe gaat qaqa gaa 
dia saa ea Baas BOTTING FaeRAS Ta ealaKa HUTA ged aa: || G41) 


Metre Serial No. Total Metre Serial No. Total 
1. Machh Avtar, 

Chaupai, 39, 40. 2, Bhujang Prayat. $144, 4, 
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(2) Kachh Avtar (The Tortoise) 
(3)—(4) Nar-Narayan (5) Mohini Rup Avtar. 

The churning of ocean by gods and demons was the occasion for the advent of these 
three incarnations. In order to help churning the ocean with the help of the Mt. Mandra- 
chal, Vishnu assumed the form of Kachh to fix up the mountain. When the gems (raina, 
etc.,) discovered from the bottom of the ocean could not be amicably distributed among 
them, Nar-Narayan appeared: but when he failed to achieve his object, a fight ensued bet- 
ween the gods and the demons, and Mohini Rup appeared and charmed them into accept- 
ing her award. : 

(6) Bairah or Varah Avtar (The Boar) 

The story of Varah Avtar is taken from Shiv Purana. There were two demons, 
Hirankashyap and Hirnachhas, By virtue of their physical prowess they played a lot of 
mischief in the world and made it impossible for people to live under their sway. A great 
chaos prevailed everywhere and when Hirankashyap pressed. the Meru mountain'with the 
toe of his foot, the earth was sub-merged into the water. Then Vishnu came to the rescue 
of the people in the form of a boar, This boar becamea source of terror to the demons 
until the stronger of the two demons, Hirnachhas came. fofward to extirpate it. But 
Hirnachhas was killed in a fight that continued for eight days and nights, Thus Beer was 
restored to the land. 

(7) Narsingh Avtar (The Man-lion) 

The story of the Narsingh Avtar is related in Bhagwat and Vishnu Purans and 
partly in Padam Puran. Prahlad, the son of Hirankashyap, the demon king, while yet a 
boy refused to acknowledge his father as Almighty God, but asserted his faith in Gopal 
whom he believed to be omnipresent, even in the pillar that supported the ceiling of the 
court. As the king struck his sword at the ‘Pillar 1 in defiance of Gopal, there appeared all 


Metre Serial No. Total Metre Serial No. Total 
2. Kachh Avtar, 6, Bairah or Varah (The boar) Avtar. 
Bhajang. 2, 3, 4, 5, 4, Bhujang. 2-14. 13, 
Bhujang Prayat. 1, ) > Bhujang Prayat. 1, t 
o. 


it 


Samudra Chhir Mathan 


Chaupai. 12, 13. 2, 
Totak. 1-10, 10. 
Dohra. 11. 1, 
Pbajans: ” tate 7. Narsingh (The Man-lion) Avtar, 
Ek. Chaupai. 28, 29, 36, 38, 37. 5 
3 —4, Nar-Narayan Avtar Totak. 5-)8, 26,27 16. 
Bhujang. 15-20. ae Tomar. Dy. 32. 2. 
oats. Dolra. 34, Ww 
5. Mehini Avtar Padhari. 1, 2,3, 4, 40-42. 7. 
Chaupai. 5; 1 Beli Kindram. Io, 20. 9. 
Dohra is 2 Bhujang. 31-338, 38, 39, 6. 
Bhujang. [. 8. 2 Bhujang Prayat. 5v, 1, 
Bhujang Prayat. 2. $, 4. ae Podhak. 38, 24, 26. 3, 
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of a sudden, out of this column Narsingh to whom Hirankashyap gave a brave and long 
fight but fell ultimately. Prahlad was then made the king in the place of his father. 
. . (8) Bawan or Vaman ( The Dwarf.) 

Bali, a demon king got proud of his status, power and dominion and almost ruined 
TIndra’s capital. Upon this Akal Purakh ordered Vishnu to descend on the earth as the 
Bawan (Vaman) Avtar. Thus Vishnu appeared in the form of a poor; jean, thin dwarfish 
Brahman, well-versed.in the Vedas which he recited standing before the court. The king 
was much pleased with his recitation and offered him much wealth as a reward. The dwarf 
‘refused to accept anything except two and a half karamas (steps) of land. The king readily 
‘agreed to this apparently modest proposal much against the advice of his minister, Sukra, | 
who suspected a great fraud. In the first step that the dwarf took, he covered the whole 
earth and in the second-he reached up to Brahma Lok. There being no further sround to 
“‘medsure, Bali offered his own body for the remaining half-step. This banished him to the 
-Patal (under-world) and Bawan with him. as his door-keeper, bound as he was by the term 
of his boon, clin aap | | 
| : Le « _ (9) Paras Ram 

This.story is also drawn, like the Krishnaytar; from Bhagwat, The gods having been 
harassed by the Asuras who had appeared in the form of Kshtriyas, approached Akal 
Purakh and invoked His help. He was pleased to order Vishnu to descend on the earth to 
‘kill the evil-doers. Vishnu, accordingly, appeared in the form of Paras Ram, In the 
award of gems, discovered from the churning of the ocean, the Rishis got Kam Dhenu, 
(desire-yielding cow) as their common share. The king Sahasrabahu forcibly carried it off 
and killed Paras Ram’s father. In revenge, Paras Ram killed Sahasrabahu and slaughtered 
Kshatriyas wherever he met them and wiped them out of the earth twenty-one times. 

(10) Brahma Avtar. 

The story of Brahma Avtar may be traced back to Brahma, Brahma, Vaivarta 
Brahmand, Bhavishya and Markandeya Purans Brahma. is regarded as the inspirer and the 
presiding deity of the Vedas, the Smritis and the Shastras. Whenever there is a decline of 
learning or culture, he appears as the tenth Avtar of Vishnu to resuscitate, foster and 
spread the Vedas and other forms of knowledge and learning. He has assumed the human 

form again and again in course of ages as the greatest scholar of Indian learning. 


Metre Serial No. Total Metre Serial No, Total 
(8) Bawan or yaman (Tne Dwarf) Avtar ). Paras Ram Avtar. 

Chaupai, 8-11, 13-16, 20-25, Chau pai. ]-4, 30. 5, 
97. 15. Nara). 12,13. 8. 
Bhujanp. 6-1], 27-30, 32-34. 13. 
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Dobra, 12, 26, . Rasawal, 14-26. 13. 
Naraj. 4-7, + “ga. 
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Bhujang Prayat. 1, Ae Dohra, 6. 1. 
2. 4S 


Digitized by Panjab Digital Library | www.panjabdigilib.org 


62 THE POEIRY OF THE DASAM GRANTH 


(11) Rudra Avtar 
In order to punish the wicked persons, the enemies of humanity and the demons 


Vishnu appears as Rudra (Shiv). Accordingly, Vishnu descended as Rudra to punish demon 
kings particularly those like Tripura and Andhak. The latter possessed great wealth and 
power and used both to serve his nefarious purposes. After a long fight between the two 
armies arrayed on either side in the manner of Chandi’s wars, Rudra and Andhak came in 
close grips with each other, the former killing the demon with his unfailing trishul (trident), 


(12) Jallandhar Avtar , 
The demon, Jallandhar, who had extended his power far and wide sent an ultima- 


tum to Shiva asking him to surrender his wife or to face death. Thus ensu.d war between 
Shiva and Jallandhar which continued for years, but in vain. At last Vishnu came to 
rescue and thought of a device, While Jallandhar was engaged in the fight, Vishnu 
assumed his form and approached his wife Brinda as Jallandhar and received her homage 
and flesh, thus depriving Jallandhar of the spiritual strength of his wife’s chastity. This 
resulted in the death of Jallandhar and the triumph of Shiva. 

The Bhagwat Puran also tells us that Shiva killed three sons of the demon, and 
Tarak and Andhak, and others who were a source of great annoyance and fear to the gods, 
on account of their increasing power and predatory ways. 


_ _. (18) Bishen or Vishnu Avtar 
Whenever mankind is in distress, wickedness takes the upper hand over virtue or 


whenever the gods are attacked by. demons and forced to leave their homes and hearths, 
the god Vishnu is called upon to come to their rescue and save them from humiliation. 


(14) Sheshshay1 Avtar 
Once, as the story goes, Vishnu lay asleep in water on the couch and under the 


canopy of Sheshnag, a serpent having thousand heads. Out of the dirt of his ears there came 
two demons, Madhu and Ketab, who created a great havoc. Thus, alarmed out of his com- 
posure, Sheshshayi (Vishnu) rushed to them and after a protracted fight, succeeded in killing 
them 


. 6 A 
Metre Serial No. Total Metre Serial No. Total 
11. Rudra Avtar Bridh Naraj 31-34, 39-41. 4 
Arilla. 38, 37. 2. Bhujang. 45-47. 3. 
Chaunai. 53 36, 3. ao 
Totak. sali eee aS 19, Jallandhar Avtar. = 
Nara}. 21, 22. ne Chaupai. 1, 2, 3,5-9, 11-14, 94.28, 17. 
Padhari. 7,8, aie Totak, 15-20, 6 
Rasawal. 23, 52. 10 Dohra. 4, 10, 6 
Ruamal. bey. YF Bhujang Prayat. 2), 22, 23. 3 
? Sada 28. 
Gaur Badh Kathnam 13. Bishen or Vishnu Avtar, 
1 . cr FF a / 
Chaupai. 5, 7,8, 9, 2 0, ll, I, Chaupai. ]-2,.4, 6. 4 
19 t4 I5; Fe, FU, 18: Dohra, 3 ; 
19, 20, 21. 22, 93, 24, he 
26, 27, 28, 29, 30, 42, 5 
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ee Chaupai, 2,3, 5,6. 4 
: “te 3. ; 
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“Naraj. 31-33, 35-38. 7. 7 
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(15) Arhant Dev 


Once demons assembled together in a temple under the leadership of their Guru to 
think how to protect themselves from the gods and challenge their superiority. In their 
deliberations they resolved that like gods they should adopt the Vedic religion and perform 
sacrifices which would lend them spiritual strength. When the gods heard of it, they became 
uneasy and debated on how to defeat the demons in their objective. At last they approached 
Akal Purakh who ordered Vishnu to descend on the earth todo so. He took his birth as 
Arhant and founded a new cult. the Sravag. He became popular among saints and 
preached his cult far and wide. He forbade himsa, discouraged sacrifices and promote 
asceticism. He had followers who shaved their heads, gave up sacrifices and develeped a 
passion for the sanctity of life. This gave the gods the much needed relief, for the power 
of the demons declined. 


(16) Manu Avtar 

There was, however, an unhappy result of Arhant’s preaching, i.e., the Jain Dharma 
came to be established and the Vedic Dharma had a set-back. Vishnu came down again as 
another Avtar in the person of King Manu who revived the old religion and codified the 
laws known as Manu-Smriti. He patronised charities, sacrifices and pilgrimages and thus 
restored the Vedic religion to its former position. 

(17) Dhanantar (The Doctor of Medicine) 

With the increase of wealth, prosperity and the life of ease which the people led, 
many diseases and maladies began to overtake people. Both the kings and the people were 
worried because no effective cures were known. God enjoined upon Vishnu to under take 
this mission. The gods churned the ocean and got Dhanantar Baid. The Baid founded a 
system of medicine which ensured a better health and a longer life, 

This story is found in Harivansh Puran also, 


(18) Suraj (The Sun) 
When the demons born of Aditi became powerful, they established a reign of terror. 
As desired by Akal Purakh, this time Vishnu assumed the form of Suraj, and destroyed 
them all. Later on, another demon Diragh-Kaya arose as the bitterest enemy of the gods 


Metre Serial No, Total Metre Serial No. Total 
15, Arhant Dev Avtar, 
Chavpat. 1-13, 15-18 17. 
Dohre. 14, 19, 20, 3. 18, Suraj Avtar, 
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and the Brahmans. It is said that he grew incredibly taller in status and once held up the 
chariot of the Sun. This was a signal for another long battle between the gods and the 
demons, with thess two as their heads. This time too, the gods won the day and Diragh- 
Kaya was killed, 


(19) Chandrama or The Moon 

In the evolution of the world there came a stage when nights were perpetually dark 
and the sun ever shone hot in the day, No vegetable or food could grow for long under 
the heat of the sun. The women, too, were loveless and indifferent to their husbands. In 
response to the prayers Akal Purakh asked Vishnu again to go out for the help of mankind 
to play the role of the moon. He acted accordingly. This quickened new life in nature as 
well as in women and cooled down the heat of the sun for the night hours. But in course of 
_ time the moon grew vain and took to evil ways. He enticed the wife of Brahaspati and that 
of Gautam. Cursed by the Rishis, he developed black marks of infamy and suffered from 
periodical waning. 

(20) Ramavtar 

The Ramavtar is the story of Shri Ram Chandra, son of King Dashratha, the ruler of 
Ayodhya and the hero of the epic, “the Ramayan.” As pointed out at the end of the 
composition it has been taken from the Bhagwat Puran and versified in couplets and 
quatrains, It begins with the story of Raghu, the founder of the solar dynasty up to the 


Metre Serial No. Tota Metre Serial No. Total 
| 19. Chand Avtar or The Moon 
Chaupui. (2-15. 4. Bhujang Prayat. 113-117, 398-411, 413-421, 680 694, 
- Tomar. Fel. ais 78-736. 72 
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. “i Sundari Chhand. 127, 332: | 
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164 165, 166, 167, 1-. SIS, 819, Sa a a ac | 
S20. S2E S28, 129, 830, 531, 832, Chatpat Ci heega ke- 
33, B84, $46, 837, ASS, S39, Sat, adicrit Chhand, 139-146 8 
4, F423, Sd, S45, $47, 849. . ~ ee <1 
s4, S48. S44, Sts | S47, 849 S51 ain: fay 1875810, 088. a 
. S52, fds. 8o4, 555,856, S57. 43 
Swaiya Anant Tuka,. 608 , 1 
Totak Chhand, 42.5,-6,.7,8;- 9. 10.. FH. TS) 3s 
iy oOwny * 19, 
¥ 1h, 1 , 17, 18,19, 20, 91, 22, 356, Chane: Swayys a I 
357, 348. 359, 360, 361, 362. Sta, 27 Kabitta, 189, 170, 171, 172, 173, 174, 175, 
Padburt: hhand. 23. 24; 25, 26,27, 28, 29, 30, 31, 176, 265, 266, 300, 1 
32,88, 34, 35, 38.37,38, 471, 472, Dadbak Chheand. 177, 178, 179, 180, 181, Is2, 183, 
473,474, 475, 476, 477, 478, 479, 184, 185, 186. 10 
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death of Sita and Ram who left Lav and Kush torule after them. The population of 
demons multiplied so fast that the gods found it impossible to lead a life of peace and 
honour. It was for their protection that Ram was born and he ultimately cleared the whole 


price for it. Vir rasa or heroic sentiment is dominant in this part. 
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country, from the Gangetic Valley down to Ceylon, of demons, though he paid a heavy 
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The Guru, with the joy of an author at the end of his toil, was pleased to note 
the date and place of the completion of Ramaviar, 
On the first day of the dark half of Har, a day of pleasure to me. 
In the sambat year seventeen hundred and fifty five (1755 B.) 
Through Your grace J composed this Granth. 


As to the errors of omission and commission, poets may please correct them, : 
At the base of lofty Naina Devi by the side of the Satluj. : 
Through God’s grace I completed the history of Ram from Bhagwat. ‘ 
This part of the Chaubis Avtar is the Ramayan which is evident from the conclud. 
ing remark : /ti Sri Ramayan Samapat. 
(21) Krisanavtar. 
The story of the Krisanavtar is also taken from the Bhagwat Puran, Tenth Book. 
It is divided into five parts. The first part ( Dasam : 1-440) deals with Krishna’s parents 
1. KA, (4)., Ibid in (2401). oC awe avi Hee 
Metre Serial No. Total Metre Serial No. Total 
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276, 278,279, 280, 281, 282, 24, 561, 562, 563, 564, 565, 566, 567, 
286, 288,290, 292, 293, 204, 245, 568, 569, 570, 571, 6572, &73, Sr, 
296, 297, 298, 80. 575, 576, 578, 79, 580, 581, 3582, 
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and his childhood. The second part (Ras Mandal : 441-756) deals with Krishna's stay at 
Kunj Gali, his sports with cow-maids, his intimacy with Radhika and her Maan Leela 
(qraaiar). The third part (Birha 756-1028) describes the pangs of separation felt by Radhika 
and her maids on Krishna’s departure for Mathura and during his stay there, etc. In the 
fourth part, (Judh Prabandh : 1029-1951) we have accounts of Krishna’s duels and battles 
with Kans, his father-in-law, Jarasandh and their loyal followers. The fifth part (1952-2492) 


— ———_ 


Metre 


Serial No. 


583, 584, 585, 586, 587, 
590, S91, 593, 504, 595, 


599, 600, 


BOL, 602, GOL, GOS, 6O6, 
609, 610, G11, 612, 613, 


616, 617, 61S, 619, 620 . 


623, 624, 625, 627, 628, 
631, 632, 633, 634, 635, 
639, 640, 641, 642, 643, 
646, 647, 648, 649, 650, 
653, 654, 655, 656, 657, 
660, 661, 662, 663, 664+, 
667, 668, 669, 670, 671, 
674, 675, 676, 677, 678, 
631, 682, 683, 684, 685, 
655, 689, 690, 691, 692, 
695, 696, 697, 698, 699, 


701,702, 703, 704, 705, 
708, 700; 710, 711, 712, 
715, 716, 717, 718, 719, 
722, 123, 724, 725, 726, 
720,730, 731, 732; 733, 
736, 737, 738, 739, 740, 
743, 744, 745, 746, 747, 
750, 751,752, 753, 754, 
760, 761, 762, 763, 764, 
768, 760; 770, 771, 772, 
VTS, tT ties “TTD,. TRO; 
784; 785, 738, 790, 791, 


795, 787, 798, 799, S00. 


801, 802, 803, S04, S05. 
808, 809, SIO, SLI, 812, 


588, 


607, 
B14, 


589, 
598, 


608, 
615, 


we 


630, 
635, 
645, 


651, 642, 


658, 
665, 
672, 
670, 
656, 
693, 
700, 


816, 817, 819, 820, 824. 826 


S20, 830, 83), 832, 833, 5 


840, 841, 843, S44, S45, 
818, $49, 850, B51, $52, 
855, 856, 857, 858, S860, 
863, 864, 865, 866, 867, 
870, 871, 872, 873, 874, 
877, 878, S79, 880, 881, 
884, 885, 886, 887, 888, 
891, 893, 844, 895, 896, 
899, 900, 


$93, 
861, 
868, 
875, 
882, 
$89, 
897, 


659, 
666, 
673, 
680, 
687, 
694, 


707, 
714, 
721, 
728, 
735, 


» 742, 


807, 
815, 
828, 
83%, 


. 547, 


R54, 
862, 
869, 
876, 
883, 
SHO, 
8H8, 


03 


89 


Metre 


Serial No. 


901, 902, 903, 904, 505, 906, 
908, 909, GLO, 911, 912, 913, 
O15, 916, 917, 918, 919, 920, 
922, 923, 924, 925, 926, 927, 
92, 930, 931, 932, 933, 984, 
036, 937, 838, 939, 940, 941, 
943, 944, 945, 946, 947, 948, 
950, 951,952, 953, 954, 955, 
957, 958, 959, 960, 961, 962, 
904, 965, 966, 967, 968, 969, 
971, 972, 978, 974, O75, 976, 


978, 979, 980, 981, 982 


» 986, 


989, 990, 991, 992, 993, 994, 
996, 997, 998, 999, 1000, 


1001, 1002, 1003, 1904, 
1007, 1008, 1009, 1010, 
1013, 1014, 1015, 1016, 
1019, 1020, 1021, 1022, 
10:29, 1035, 1036, 1037, 
1041, 1042, 1043, 1044, 
1049, 1050, 1051, 1082, 
1056, 1057, 1058, 1059, 
1062, 1063, 1064, 1065, 
1068, 1070, 1071, 1072, 
1076, 1077, 1079, 1080, 
1083, 1081, 1085, 1086, 
1090, 1091, 1092, 1093, 
1096, 1097, 1098, 1099, 


LOL, 1102, 1103, 1104, 
1108, 1109, 1171, 1112, 
1115, 1116, 1117, 1118, 
4121, 1122; 1123, 1124, 
1127, 1128, 1129, 1130, 
1133, 1134, 1185, 1137, 
1140, 1142, 1143, 1144. 
1147, 1148, 1149, 1150, 
1158, 1155, 1156, 1157, 
116,, 1162, 1163, 1164, 
1168, 1470, 1171, 1172, 
L174, 1177, L178, 1179, 
1184, 1185, 1186, 1187, 
1190, 1191, 1192, L193, 
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1005, 
1011, 
1017, 
1028, 
1039, 
1045, 
1053, 
1060, 
1066, 
1073, 
1081, 
1088, 
1004, 
1100, 


1105, 
1113, 
1119, 
1125, 
1131, 
1138, 
1145, 
1151, 
1159, 
1165. 
1173, 
LISO, 
1188, 
1194, 


contains other incidents, described in a milder tone because they are of a domestic nature. 
Total 


Total 
907, 
914, 
O21; 
928, 
935, 
942, 
949, 
956, 
963, 
970, 
077, 
O87, 


1006, 
1012, 
1018, 
1024, 
1040, 
1047, 
1055, 
1061, 


1106 
1114, 
1120, 
1126, 
1132, 
1139, 
1146, 
1152, 
L160, 
1166, 
1174, 
1181, 
1189, 
1195, 


68 THE POETRY OF THE DASAM GRANTH 


Vatsalya Rasa in the first, Shringar Rasa in the second and third and Vir Rasa in the 
fourth and fifth parts prevail in this story. The translation is mostly in quatrains adorned 


with similies and metaphors. 


—_ 


Serial No. Total Serial No, Tota] 
EEO, ASR 21087 F200. 88 1701, 1702, 1704, 1705, 1706, 1707, 
1708, 1709, 1710, 1714, 1717, 1718, 
Bev ismot tx antag, 1WESy RAIS, XEACS 1741, 1742, 1743, 1744, 1745, 1748, 
1217, 1219. 1220, 2291, 2292, 1299, 1748, 1749, 1750, 1753, 1754, 1755, 
}994, 1295, 1997, 1220, 1980, 12992, 1762, 1763; 1764, 1766, 1767, 1768, 
Ege, ARS Lavoe) 20h, LESS, 1288, 1760; 1771, 1772, 1773, 1774, 1778, 
1241, 1248, 1245, 1247, 1940, 1250, 1776, 1777, 1778, 1779, 1780, 1781; 
3258, 1254, 1256, 1264, 1269, 1270, 1783, 1784, 1785, 1786, 1787, 1788, 
1272, 1274, 1275, 1276, 1278, 1280, 1789, 1700, 1791, 1792, 1794, 1795, 
1285, 1286, 1289, 1290, 1293, 1297, 1796, 1797, 1799, 1800. BS. 
1208. 40: 
, 1802, 1808, 1804, 1809, 1810, ISI, 
AOS pe eee Sere Boum TOs 1812, 1813, 1814, 1815, 1817, 1818, 
be th ee ei = : ae 1819, 1820, 1821, 1829, 1893, 1824, 
caak. $ox1; gd. 13 on a i : skp, 1826, 1827, 1829, 1830, 1831, 1832, 
Bae atic | online : 1833, 1835, 1836, 1837, 1838, 1839, 
1352, 1357. 1358, 1362, 1363, 1365, = - . 
1843, 1844, 1845, 1846, 1849, 1850, 
1366, 1367, 1368, 1369, 1377, 1380, See ORNS : 
(383, 1$85, 1987, 1388. 1980, 1305, IS51, 1852, 1853, 1854, 1855, 1856, 
1396, 43. 1857, 1858, 1859, 1860. 1861, 1863, 
1863, 1864, 1866, 1867, 1869, 1870, 
1402, 1404, 1405, 1406, 1407, 140s, 1871, 1872, 1873, 1874, 1875, 1876, 
1409, 1410, P41], 1412, 1413, 1414, 1877, 1878, 1879, 1880, 1881, 1882, 
1415) 1416, 1417, 1422, 1423, 1424, 1884, 1885, 1887, 1888, 1889, 1890, 
1425, 1426, 1427, 1428, 1429. 1430, 1891, 1892, 1894, 1896, 1897, 1898, 
1432, 1485, 1486, 1437 1438, 1440, 1900, 79. 
1441, 1442, 1445, 1446, 1447, 1448, ist d's Pa. VaR) GR as 
1449, 1450, 1451, 1452, 1453, 1455, : $8. ee AA. a Tape: 1913, 
1456, 1458, 1459, 1460, 1463, 1464, ve satd aah ag. dha, ae 
ee ee ae ee ese 1923, 1925, 1926, 1928, 1981, 1934, 
1484, 1486, 1487, 1488, 1490, 1493, A os ear ; j : 
stad. ar 1937, 1938, 1939, 1940, 1941, 1946, 
1950, 1958, 1954, 1955, 1956, 1957, 
1504, 1505, 1506, 1512, 1813, 1516, 1958, 1959, 1960, 1961, 1962, 1965, 
1517, 1578, 1519, 1520, 1521, 1522, 1968, 1969, 1970, 1971, 1972, 1974, 
1523, 1524, 1626, 1531, 1532, 1533, 1976, 1978, 1979, 1980, 1981, 1983, 
V534, 144, 1645, 1547, 1548, 1554, 1984, 1985, 1986, 1987, 1989, 1990, 
1558, 1559, 1560, 1561, 1562, 1563, 1992, 1993, 1994, 1995, 1996, 1998, 
1564, 1565, 1573, 1674, 1575, 1576, 1999, 2000. ba 
1577, 1578, 1579, 1580, 1581, 1585, 
1586, 1587, 1588, 1589, 1593, 1600, 48. 2001, 2002, 2004, 2005, 2007, 2008, 
1601, 1602, 1603, 1604, 1606, 1611, 2000, 2010, 2017, 2012, 2013; 2014, 
1613, 1014, J615, 1617, 1618, 1619, 2017, 2018, 2026, 2027, 2028, 2029, 
1620, 1621, 1623, 1624, 1626, 1627, 2032, 2083, 2034, 2035, 2037, 2038, 
1629, 1630, 1636, 1637, 1638, J640, 2080; 2042, 2045. 2046, 2048; ‘2040, 
1641, 1642, 1648, 1644, 1645, 16486, 2050, 2051, 2052, 20538, 2054, 2055, 
1647, 1648, 1649, 1650, 1652, 1653, 2056, -057, 2059 2060, 2061, 2062, 
1654, 1655, 1657, 1661, 1662, 1663, 21163, 2004, 2065, 2066, 2067, 2074, 
1666, 1667, 1668, 1672, 1678, 1679, 2078, 2081,:2082, 2083, 2088, 2089, 
1680, 1684, 1688, 1689, 1693, 1700, 2090, 2001, 2092." 2093, 2095, 2096, 
54, 2097, 2098, 2099. 63. 
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The Krisanavtar, which the poet says is the Dasam Sikandh of the Bhagwat, was 
completed at Paunta, with the Jamuna flowing nearby, on the seventh day of the bright half 
of Savan, 1745 Bikrami (1688 A. D.). 


ae 


1. K. A,, (2490, 2491) 
Metre 


Sortha - 


Serial No. 


210 ', 2110, 2111, 2172, 2113, 
9115, 2119, 2120, 2121, 2123, 
2195, 2196, 2197, 2198, 2130, 
2132, 2183, 2134, 2185, 2136, 
2138, 2139, 2141, 2144, 2145, 
2147, 2148, 2149, 2150, 2151, 
9153, 2154, 2155, 2157, 2158, 
9161, 2164, 2171, 2272, 2175, 
2177, 2178, 2180, 2181, 2182, 
2186, 2187, 2180, 2191, 2192, 
2104, 2198, 2199. 

2201, 2202, 2205, 2208, 2207, 
2910, 2211, 2212, 2213, 2274, 
316, 2217, 2218, 2219, 2220, 
9994, 9995, 2226, 2229, 2230, 
2232, 2233, 2934, 2235, 2286, 
9239, 2239, 2240, 2241, 2242, 
2959, 2256, 2258, 2259, 2202, 
9265, 2266, 2268, 2270, 2271, 
2973, 2974, 2275, 2276, 2979, 
2982 9984, 9285, 2989, 2900, 
9999, 2203, 2294, 2295, 2206, 
2401, 2303, . 301, 2308, 2307, 
2910, 2317, 2315, 2316, 23TS, 
9320, 2321, 2322, 2323, 2324, 
2396, 2327, 2328, 2929, 2930, 
2939, 2333, 2334, 2335, 2430; 
2339, 2340, 2941, 2342, 2349, 


2845, 2346, 2347, 2348 2340, 2 


2352, 2353, 2354, 2856, 2358 


2260, 2361, 2362, 2363, 2364, : 
9366, 9867, 2368, 2369, 2371, 
2373, 2876, 2377, 2378, 2379. 3 


2381, 2386, 2888, 2389, 
2401, 2402, 2403, 2404, 2405, 


2407, 2408, 2410, 241], 2412, 2 
2416, 2417, 2418, 2419, 2421, ¢ 


2423, 2424, 2425, 2427, 2431, 


2437, 2440, 2443, 2444, 2448, 5 
2450, 2451, 2452, 2457, 2458, § 


2460, 2461, 2462, 2463, 2464, 
2467, 2472, 2473, 2474, 2475, 
2482, 2483, 2484, 2485, 2486, 
2488, 2489, 2492. 

26, 822, 1027, 034, 1305, 


1421, 1474, 1489, 1540, 1569, 
1610 1612, 1726, 1730, 1761, 


Total 
9102, 2104, 2105, 2106, 2107, 3108 


2114, 
21234, 
2131, 
2137, 
2146, 
2152, 
2160, 
2176, 
Z18d, 


2183, 


69 


2208, 
2215, 


229] : 


229 
2231, 
2237, 
aki; 
2264. 
3973, 
2280, 


2391, 


Oa). 66 


24005, 
2310, 
5925, 
2331, 
2398, 


2344, 


es 
a 
= 


2481, 
2487, 


1399, 
1571, 
1765, 


+++. 1782 


Metre 


Kabitta 


Chaupa 


Chhappai 
Jhoolna 


Totak 


Tomar 


Serial No. 


Total 


1922, 1924, 1929, 1990, 1933, 1942, 
1943, 1948, 2016, 2158, 2204, 2223, 


Hors o> bart st *). 
9749, 2255, 2957, 2263, 2313, 
2456, 


aa 19, 28, 35, oY, DS, 54, TZ 


2517, 


37+ 
136, 


163, 190, 224, 220, 232, 245, 246, 
27), 295, 257, $08, 31, 327, 332, 
833, 337, 37, 407, 502, 539, $36, 


837, 1054, 1074, LOTS, LILO, 
1267, T281, 1294, 1295, 1206, 
1379, 1397. F418, 1445, 1397, 
1432, 1645, 1731, 1752, 1798, 
345, 2250, 2254, 2269, 


1141, 
1300, 
1608, 
1816, 

338 


1, 2. 4.434. 435, 436, 437, 4353, 439, 


440, 1031, 1032, 1033, 1202, 
yO58, 1259, 13394, 1337, 13d4, 
1960, 1391, 1392, 1406, 1470, 
1475, 1476, 1477, 1480, 1482, 
1485, 1491, 1492, 1495, 1498, 
1527, 1528, 1529, 1580, 1535, 
1538, 1539, L541, 1543, 1549, 
1551, 1562, 1553, 1557, 1566, 
1590, 1859, 1660 1669, | 670, 
1673, 1674, 1675, 1676, 1641, 
1683, 1686, 1696, 1098, 1712, 
L714, 1720, 1721, 1725, 1731, 
1734, 1786, 1737, 1740, 1759, 
1840, 1841, 1919, 1435, 1936, 
1966, 1988, 2019, 2020, 2021, 
2023, 2024, 2040, 2068, 2089 
9085, 2100, 2101, 2103, 2117, 
2162, 2163, 2165, 2166, 2167, 
2169, 2173, 2174, 2183, 2184, 
2195, 2196, 2200, 2222, 2927, 
0943, 2244, 2252, 2277, 2281, 
2286, 2287, 2298, 2299, 2312, 
2937, 2382, 2384, 2385, 2387, 
2391, 2392, 2304, 2395, 2396, 
2398, 2399, 2400, 2429, 2430. 
2934, 2436, 2488, 2445, 2454, 
2468, 2460, 2470, 2471, 2478, 
2480, 

1026, 1359, 1372, 1633, 1729. 
1805, 1806, 1807, 1808, 
1507, 1508, 1509, 1510, 1511, 
1944, 1947, 2248, 2297. 
2383. 
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1205, | 
1353, 
1471, 
1483, 
1515, 
1436, 
1550, 
1i72, 
1671. 
1682, 
1713, 
1732, 
1782, 
1952, 
2022, 
2070, 
2142, 
2168, ‘ 
2190, 

2238, 

2582, 

2314, 

2390, 

2397, 

2433, 

2465, 

2479, 

172 
5 


+ 


 - 


1537, 
10 
1 


a 


40 THE POETRY OF THE DASAM GRANTH 


The poet says that he has translated the whole of the Dasam Sikandh with the sole 
purpose of inspiring the people with the will to be perpetual fighters of the battle of 
Dharma, *Avar basana nahi Prabh, Dharam judh ka chai?’ and prays for the fulfilment of 
the object for which the stories of Krishna’s battles have been composed, ‘Jil lalach jh 
mai rachiyo mohi wahai baru dehi*. 

22) Nar (Arjun) Avtar 

Arjun is the twenty-second Avtar dealt with in this book. He was as handsome as 
Krishna. He defeated great warriors like Daryodhan, Karan) the son of the Sun), 
Bhishma (the son of Ganga) and fought with god Shiva himself and won his praise. On 
another occasion he relieved both Daryodhan and Bhisham from the pangs of death and 
wiped off the sorrows of [ndra’s father. He performed many wondrous deeds and won the 
great war of Kurukshetra. 


: Bat aaa alec awaye sa Az | K. A,, (2491) 

= faz maa ze H waar aie a2 Fa Zz II K. A, (1899) 

Metre Serial No. Total Metre Serial No. Total 
Dehra. 3,6, 13, 14, 15, 16, 17, 18, 20, 22, 1464, 1457, 1401, 1462, 1468, 1469, 


1473, 1478, 1496, 1497, 1501, 1502, 
1503, 1514, 1525, 1542, 1546, 1596, 
TL ees 1556, 1557, 1570, 1582, 1590, 1591, 
Sé. 36, 90. 91,99. 94. DS. 97. 98,108, 1592, 1504, 1596, 1598, 1605, 1607, 
116, 117, 129, 130, 134, 137, 140, 1609, 1616, 1622, 1625, 1628, 1631, 
1634, 1639, 1651, 1656, 1658, 1665, 
1677, 1685, 1687, 1692, 1604, 1695, 
1697, 1699, 1703, 1711, 1716, 1729, 
1723, -1724,1727, 1728, 1793; 1735; 
1738, 1739, 1747, 1766, 1787, 1788, 
1760, 1770, 1798, 1802, 1825, 1828. 
1834, 1842, 1847, 1848, 1865, 1869, 


23, 25, 29, 30, 31, 32, 36, 38, 40, 41, 
42, 44, 45, 47, 48, 46, 55, 59, 60, G1. 


14l, 145, 151, 152, 155, 161, 168, 
178, 205, 208, 207, 258, 264, 268, 
277, 280, 20), 299, 300, 316, 335, 
406, 415, 433, 479, 493, G54, 55; 
577, 592, 597, 603, 626, 687, 755, 
766, 759, 767, 776, 786, 787, 789, 


Inte, VO, BYE, BIS, 52h, B55,.825, 1883, 1886, 1893, 1895, 1899, 1905, 
$27, 831, 838, 842, 859, 892, 983, 1916, 1927, 1932, 1945, 1949, 1951, 
984, 985, 988, 1025, 1028, 1030, 1963, 1964, 1967, 1973, 1974, 1977, 


1982, 1991, 1997, 2003, 2006, 2015, 
2126, 2030, 2031, 2038, 2041, 2043, 
2044, 2047, 2058, 2075, 2076, 2077, 
207, 2080, 2084, 2086, 2087, 2094, 


1038, 1046, 1048, 1069, 1087, 1107, 
1136, 1154, 1158, 1167, 1169, 1176, 
1182, 1183, 1199, 1201, 1203, 1204, 


1206, 1208, 1209, 1210, 1213, 1218. 2116, 2118, 2122, 2129, 2140. visy 
1996, 1928, 1232, 1237, 1240, 1242, 2156, 2159, 2170, 2179, 2197, 2209, 
1244, 1246, 1248, 1251, 1252, 1258, 2999, 2245; 2251, 2960, 2261, 9067 
1257, 1260, 1261, 1262, 1263, 1265, 2978, 2288, 2302, 2305, 2309, 2350 
1266, 1268, 1271, 1273, 1277, 1279, 2355, 2807, 2370, 2974, 2375, 2393 
1982; 1283, 1284, 1287, 1288, 129), 2400, 2420, 2428, 2435, 2439, 2441, 
1262, 1299, 1301, 1303, 1307, 1314, / 2442, 2446, 2447, 2453, 2455, 2476, 
1316, IS18, 1319, 1321, 1322, 1323, 2477, 2400, 2491. 392° 
teeter Ee tees, Tests Jae, Bishenpad 1583, 1584, 2413, 2414, 2496, - 
» “ar . , 
1339, 1340, 1342, 1343, 1344, 1346, Hinraiiaiprayas 421, 422, 428, 424, 425, 496, 497, 
1848, 1351, 1353, 1356, 1361, 1364, 428, 429, 430,, 431, 432, 12 
1370, 1371, 1378, 1974, 1875, 1376, P= 
7 2: cs ' ar Grand Tota) 2492 
1378, 1381, 1382, 1854, 1386, 1390, 99, Nar (Axjiin) Avtar: 
1393, 1494, 1398, 1401, 1403, 1420, ‘ 


1431, 1433, 1434, 1439, 1443, 1444, Chaupai 1, 2, 3,.4, 6, 6, 7, T 
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(23) Baudh Avtar 
The twenty-third Avtar is the Baudh Avtar, the nameless champion of humanity, 
whose whereabouts is unknown, whose forms are unknown, whose very name has not been 
recorded and whose very stories have been forgotten. But these stories have played their 
part well. These are now like stories unknown and unsung. 


(24) Nih-Kalanki (Kalki) Avtar 
It was prophesied that when sin and wickedness would again rule the world to 
the utter destruction of religion and virtue, a prophet would arise at Sambhal (which some 
scholars have identified with Muradabad, while Pandit Raj Narain Parmahansa in his work, 
the Chetawani, has after long research stated it to be a place in the Gobhi desert in Mango- 
lia, in the north-west of Korea). Years passed away, religion and culture declined, evil 


1 DG. Goss VI, B78 to: 
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Metre Serial No. Total Metre Serial No. Total 
93. Baudh Avtar. Chenehala Chhand 408, 400, 2 
Cheupel Lam 2 Chaturpadi Chhand —‘68, 6), 70, 71. 4 
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dominated the world, Sudras came into power, the worship of gods was givenup, bad 
customs prevailed, tyranny and oppression demoralized the people. In such times, there 
lived a Brahmin who worshipped Chandika Devi who had killed many notorious demons, 
patronized and protected many gods and held Indra in terror. His wife could not stand his 
constant devotion to the goddess. She quarrelled with him and at Jast complained against 
him to the king who forbade him to do so. But the Brahmin preferred death to apostasy. 
Consequently, he was ordered to be beheaded with a sword. Before the sword could fall on 
him, there arose suddenly a noise like the rumbling of the earth from underneath the floor 
of the court. The sudden rise of Ka/ki Avtar armed with a sword and riding a beautiful 
winged steed of Turkistan, created confusion in the court, giving rise to a tumultuous 
noise. The warriors came rushing to the place, arms were taken up, bugles sounded, 
challenges were hurled, drums were beaten, horses neighed, swords were drawn and arrows 
were shot. The court changed into a battle-field and a war ensued that raged for days and 
nights, and weeks and months. At last the Sudra king was killed along with his strong 
warriors, his army was routed, the era of peace was ushered in by Ka/ki and the world 
swung back to its ancient glory of material prosperity and spiritual grandeur. 
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1. The Chaubis Avtar reveals that Guru Gobind Singh has been deeply impressed 
by the idea which runs throughout the Puranic literature, the idea of a saviour’ appearing 
from time to time to destroy the unrighteousness and uphold the righteousness, to uproot 


—_— 
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Machh, A., (53) 


Sheshshayi A., (7) 
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some great evil and to establish some great good, to rescue the weak and the innocent, to 
protect the saints and the devotees, to dispel their sorrows and to shed favour oft them and 
to lift them high in this world. 
2. A critical study of the composition would disclose that the Guru did not accept 
in toto the Puranic conception of avtar. Having been imbued with the firm faith in the 
one-ness of God (Ek-Onkar), he could not reconcile with the conception of the descent of 
God Himself. Thus, his view of avtar appears to be quite different from that of the 
Purans inasmuch as he firmly believed that avtars are not descents or incarnations of 
God; they are rather the elevated souls blended with Kal Purakh*, their Master, Who jn 
response to the prayers of the sufferers directs them to descend on the earth in a particular 
form, human or supernatural, with a special mission to be fulfilled. To the Guru, thus, 
God and avtar are two separate entities, the latter emanating from the former as and when 
He wishes', 

The Guru vehemently objects to the idea of an av/ar being an independent divinity, 
co-equal or co-powerful with God and worthy of human worship. He maintains that God 


Aa at ag at faa ou fea a faa aae F aril 
Se a a a Ce ee oC Ca cay 
ag faq qaqa wa far sar faaa alga agar fa AAT II 
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ae oat) feat fee SO tqAT ogaT ge a gaat K- A. 
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Also see N, A,, (138—166) 
= aagta =| T ale at afta = Aa |= AR |,: Sheshshayi a. (1) 
wat LECT TTA CRA ATE || Bishon a, (4) 


Compare; “He (Guru Gobind Singh) says in his autobiography, the Bichitra Natak, that his own unembodied soul reposed in bliss, 
in the Father's Mansion, wrapt in meditation and His life-giving Darshan. But God called him forth, and much against his will, 
for he did not wish to leave the Divine presence, sont him into this world, charged with the following mission ;— 


God:— ITinstall and cherish thee as my own son; And create thee to form and spread the Panth., 
Go and spread the law of Dharma in every place; And restrain people from senseless acta, 
L. G. G. 8., 119 
1. we wat ge safe sq i aa aa te ata saa 
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1s Infinite and that even the twenty-four avrars have not known a bit of Him.* According to 
the Guru, they are not even intermediaries as the prayers are sent direct to God. They are 
just on mission®. 

~ Some of the avfars narrated by the Guru in the composition are not as the aviars of 
Vishnu found in the Purans. Jallandhar, Sheshshayi, Arhant Dev, Suray, Chandra and Nar 
(Arjun) are the avtars of this type. 
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It is surprising to find Brahma and Rudra appearing as the avtars of Vishnu, also 
although they are dealt with separately and in detail as independent avtars elsewhere in the 
Dasam Granth, 

3. The Chaubis Avtar contains the Ramaite and Krishnaite poetry almost of the kind 
met with in the Hindi literature. 

The composition of Ramavtar represents the Ramaite poetry. It embodies accounts 
of the life and exploits of Ram, the incarnation of Vishnu, and of his wife Sita, the embodi- 
ment of purity, tenderness and conjugal affection. The mild and gentle Ram, the husband 
of one wife, pure in thought and noble in action, is in many places held in the highest 
esteem, and the worship paid to him and his faithful wife Sita is the purest and the least 
degenerated of many forms of Hindu worship. This composition is full of episodes that 
touch the heart and make a powerful impression. Jor instance, we might mention Ram's 
departure with his wife and younger brother for the forest, Bharat’s meeting with Ram in 
the jungle, Sita’s carrying away by Ravan, Ram’s search for her, and the like. The poet has 
presented these episodes elaborately and has sought with care and enthusiasm to develop 
their full implications in terms of moral ideals and human feelings. The most commenda- 
ble feature of this narrative is its pure and lofty moral, tone. There are no sensual 
wretches, no epicurean and seductive stories. Lustful and greedy characters go dis- 
appointed. The composition continues to hold up a high moral ideal before its readers. The 
moral outlook which permeate the whole work is never allowed to mar or vitiate the human 
or aesthetic quality. Anatmosphere of purity and devotion broods over it from start to 
finish without losing the human touch or without growing cold in its appeal. Ram is 
depicted as a saviour and deliverer, as a god rather than a man*. 

A verse in the epilogue says, ‘‘He who reads and repeats this story is liberated from 
all his sins and troubles. A worshipper of Vishnu will be free from all the mental and 
physical ailments*.”’ | 

It is a valuable work for the high level of its technique, for the sincerity of its 
religious content and particularly for the heroic sentiment which the poet wanted to inculcate 


l, 6, D, H. MIntro, XIV, 
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and this last feature alone distinguishes this composition from the rest of the Ramaite 
poetry. The Ramaytar thas in all 864 verses, out of which 425 are exclusively devoted to the 
heroic poetry2 This composition will always rank as one of the great literary works in 
the Hindi literature. 


Lord Krishna has been the most popular and celebrated of all the deities around 
whom a vast mass of legend and fable has been gathered. In the Hindu mythology, he is 
considered to be the direct manifestation of Lord Vishnu himself and thus worshipped the 
most. The attitude of the devotees towards him is not that of reverence as in the case of 
other avtars but one of love and joy which found full expression in the mischievous pranks 
of the child Krishna, feats of the miraculous strength of his boyhood, and the romance and 
amours of his youth, these being the subjects of boundless wonder and delight to the 


popular mind. 


A glance at the history of Krishnaite poetry in the Hindi literature would reveal that 
all those who composed this type of poetry, were the true devotees of lord Krishna. The 
intensity of their devotion was so much that they could do away with all other deities 
and be devoted to him exclusively. To them, Lord Krishna was an incarnation of love 
and joy, in whose devotion they found full satisfaction, This idea found full expression in 
their poetry which was not a means to anything but an end in itself. But the attitude of 
Guru Gobind Singh was quite different. He-was neither devoted to lord Krishna in the 
sense and to the extent? the other devotees were nor did he consider this poetry an end in 
itself. On the other hand, he had set a great aim before him—that of preparing his followers 
for the Dharam Judh (holy war) which he had been waging throughout his life against 
the evil forces of his time.* Being a Kshatriya himself, he could not even think 
of adopting the attitude of escapism towards the disturbed conditions of his time. 
He, on the other hand, thought it fit to face the enemies of religion and society boldly, aiming 

A a i TD EE Stele 


1. Subsh Marich Judh 6i— 9 29 Atkai Dait Judb 483—517 35 
Ram Parsuram Judh 118—153 36 Mal bh Judh 518% ne 
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at blasting them whenever and wherever he could find an opportunity. In Krisanavtar, 
he has undoubtedly narrated, and..at times elaborately too, many stories. connected 
with the childhood and the youth of Lord Krishna; such as, sucking away of Putna, a 
female demon, who tried to kill him by suckling him; the dashing to: pieces,,of the; cart 
of the demon Saktasur who tried to drive it over him; the bringing down to the ground with 
great violence and killing of the demon Trinavartta ‘who took up the form of a whirlwind 
to fly off with him; the’ uprooting of the two trees when he was fastened by his mother 
with a rope round his belly to a bowl which got stuck between the two trees as he dragged 
itand thereby earning the name of Damodar (rope-belly); compelling, by exercising his 
divine powers, the great five-hooded serpent which dwelt in a. deep pool of the Jamuna, 
with numerous attendant-serpents whose mouths emitted fire and smoke, and laid waste all 
the country around, to free the river and to move to the ocean; baffling Indra by lifting the 
Gowardhan mountain and holding it upon his finger for seven days and nights to shelter 
cowherds and their cattle froma heavy rain and thus earning the title of Gowardhan-dhar i.e., 

upholder of Gowardhan mountain; and. the kind, which made him an, embodiment of 
the highest and keenest joy for all. Having once taken up the theme of -Krishnavtar, the 
poet could not escape. describing.the stories:connected with him. But he did not dwell on 
tiem like other Krishnaite poets but went ahead, devoting himself keenly and vigorously. to 
the heroic incidents of Krishna's life, the depiction of which did-rouse his followers to spare 
no ‘Suffering until they had put an end to the political and teligious oppressions. | r 


aa This composition has in all 2 ,492 verses, out of which 923, from 1,029 to 1,951, are 
exclusively devoted to heroic poetry. In the rest, also, there is a good deal of SOs 
sprinkled here and there, as if the author was very eager to come to his mainstay, whe 
heroic sentiment,® 


In the sGpietneeita ati Rip -Madleuri has found a afehuinat ina, The attitude of 

the devotees of Lord-Krishna towards him~being one of-love and joy, he has 

Rup Madhuri throughout been portrayed as one possessing the most fascinating personality. 
The descriptions of Jaidev in Sanskrit-and those-of Sur and Méira in the 

Hindi literature deserveja special mention in this connéction., Not only his physical appear- 
ance infatuated his devotees but his expressive moyements and the traits of his personality 
had also a captivating effect on whosoever came into his contact. There was hardly any 
person who was not infatuated by his lovely appearance. Right from the early days of his 
childhood to the prime of his youth, people around him enjoyed: his Biaance so much that 
they always anxiously peice ee | 
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2. Compare: KK, A., (212-214, 647-645, 761 764, 768-769, 770-782, 758- 789, 820, 31- S47, 848-849, 850-854, 1962, 2015-2035, 2037- 2061, 
2066-2084, 2117-2125, 2126- 21388, 2161-2183, 2184-2242, 2959. 2272, 2273-2284, 2285. 2288, 2309-2327, 23258-2330, 


2331-2342, 2365-2381, 2382-2404) 
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Guru Gobind Singh did not fail to make the most of the everlasting impressions 
of Lord Krishna’s infatuating personality sunk deep into the minds of -his followers. 
. He presented this most favourite deity of the Hindus in all his charms, Not only did he 
reveal that Lord Krishna had a charming: personality but also went ahead of them:to show 
that his, victories in: the battlefield against the enémieS of the ancient religion, culture and 
society were wonderful.- To elaborate this thesis, it was almost incumbent on him to 


depict the Lord’s winning personality from the very beginning. 
_.. The irtnocent appearance of Lord Krishna’s childhood captivated | the hearts of all 


the young and old around him. His movements, gestures and childlike pranks™, were all 
fascinating and endearing’. 


1. ‘fat gaar gat qEt WECTTL asat | 
fautaca® | seat afg safe Soffa 

Dard dat fax aa are at RTA 
amet aH tee (sf = eT 


at og aq Fae eal 9 taR | TH BAT | 


dexae. OG Ohta sk. a, 2028) 
* K.A,, (123- 10) —Mackhan Lila ; K. A, ,(251- 298)—Cheer Haran. 


2. Childhood a a ee ec ee] 

ma ages @ fie a st aaraa 2. at ala Fa 

ar aft oat saat aft a sia aam ad ga a ga a i 

aha ga i a ofa ra pe Teta @, fig ean aa il K. A., (103) 
we sere me wa Haft at ait. aR fawraa + ATE Al 

aa eft st aa. afa faa _ faa . ae, gia aie Fae | 

amt lg tel SGT aa afg ag fae & grag. 

are g ia e qq él. ay faat aay fat sil wa ag. | Ka, ais) 
ae qa Tem. aft. ataz , ices ae agar. fae Fat 1 

Met St aa ala fea) az aa aa, ea 84 at | 

at 4g sg fra ga fas af-a ana. gata | 

fs ale a4 sda g ma wat fare ag aa fet Ka. a1 
ara facia. wl sa a aa am way we Far FT 1 

Wa md aia we wa @ fa aaa wale at am F i 

qd Fel 22 wit at sar ta wl goat wn a 
wa gett af aaa: at aq ag ad at % an a 

anz a fafa weg at aq ee aaa me Il 

GR oe aaa we st Fe FS me ae aed WE Il Ka, 9m, 
er farsa 2 off A fa at fa S$. na mae az Il 

aad sre fee fie sie aa fre. oe ae Bt me II 

ma eft at & da usa ta gdl aq. wl. ga Fe | 

aan. @@.auiexdl fae @ aq ta we aq ae il xa, 094 


ll K.a,, (118) 
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In his youthful ferm he was an object of a sensuous and joyous worship.t To the 


devotees he was the Supreme Deity from: whom all creationiis but a Sportive emanation and 
who is full! of love for them: The Gopis were so much infatuated at the sight of 


1, Youth 


th @ wd we wt saa? ee a afte wa 
Ge ga F aa & ame aera soe Safe Reena 
q oat 7 awe a qa ase & gf an at 
aaa fea svt aa & aa aa & sfrer ze otal 
far et et SF an ga wee da at af a 
oat $3 @ ga @ fer a a ge fac wa ale 
@ at at at we gq sma ? af ae a @ 


faa at ara wer acta fe at faa & fia @ na ae 


wag @ faq & fer sq at faaar wa ark feat 
ast re feet fer feseq & qr aet na ae 
ag 72 qa @ fe at aa at seni faq vs al & 
aa st faa a fama at uaa faq da at yz 
fe ger fia qas saa da ad aa ale at ae 
arta sf face at fa ata 2 waa za za 
CW a a att om um at aw 8 gat a 
sa St Bt % at qa ga ama % set ag 48 
esa & va feat af aq at af ga ame sta 
vee © oedist oo aadtat aca oar 
ae 6G are feat at Ho aa} fee TF siggr tr ae 
at Fa et get at ata ca ow age a 
aS ay @ 3 age & awa ater ma Adar sad 
at ss ofe fedt az @ ga dace @ of sts star 
swat fe Ga 8 sna at ga daa wea a Agt Asn 
feet ev fa % Gar at ax aia at aa a ater 
oft aaa #2 aaa feat t¢ ama at saaq ain 
fat sie fare ator t ae aft fra ct af ot 
we atta & fig tt a aaa 7 # aff a 
We at acelee gost Kode et aa ms 
aT sit | A wa Ty wa at ta A oe 
ua aie frais at aa t aa 8 fa ata Raat as app 
Et WM ya wear & fe g at ate aw A aa grt 
ag wat gt & fret ag az a? % wa § aq at 
are Hat ofeetet «gael gmt eee Bt tat 
ua @ diet a aa fuse 8 fa & far ate 
aat F wa at a F adsense aa ae Ft ATs 
wre fat far afta & fe A an § aq ga a ats 
ant wa tat fat al an tea 2 ae Raq as 
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Wi BB A,;, (237) 
il 
We 


il 
1) Ke A, (239) 


ll K.A,, (317) 


lo K.A,, (319) 


ll. A,, (442) 


Uo. AL, (443) 


/ | K, A, (444) 


Il KA,, (445) 


ll HA, (446) 


ll KA, (501) 
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his fascitiating beauty that they abandoned themselves to him and forgot all about their homes 
and their husbands, and did not entertain even the fear of their mothers-in-law.t According 


arc faust vita a fe date ae fae sey eat 
ate at ae a ae ga fr % dat sia eat at TET 
at at af aee aa at Mm arma % wa fase feaear 
dea GO saett ager oat oT EST HVAT 
@ar 2 ae wana F WR sat Ae at ewea 
a fac amt ® efter wn araa at aeerr fees 
fa wat ate ce & sf ana se feet ga ase 
aaa af mae faatl aay dzaq amt we ale Bsa 
a Q an ata & aaa tag &@ ate sta dtr 
WV aa az aa wat q owal de aa ate ala 
at aff al wa wa wet wm waa a Ga Ta A 
al wa at en aa al ate waa % g aaa 2 sta F 
aaa da wna} af aa st ath BRT FAT 
uaa 2 a aa ad g fuse @ fix? faq Ter 
ct we we ga wet ffs @ sa a Me FE Ser 
na at wf ag ad awat wae Fg BAAATAl 
aa ot owt eft Gia at aft af g as st aral 
at ga diac 2 star ats 2 aa F wa vw Te 
aif saat afar at faa aa ga 3X ata adler 
aa tm Wat a wt « fia F g tha 
fas fant at am fit se fas aft tea ada wet 


fae 8 av A atten fae qa de wt ft we 


& tyr Hs 


eae SANSCEES CAc nb 0 bab CUADe. Sor ecceSsESKER Ere CE tS OSES Sele Dee RERKREN SIRO eS oe 


weeaeeteesteee PPO CETL Titi el «* @#6¢ 888 ewese 


si sda aca fia % fe # fae aA st asa wa 


maa fa faa # av & fafw ma waa a 
are at wa ma ag | 6oaigt 2 Tae RUT 


are a ta aattrr at ga da wi aH al PASAT 


aaa oe fex fr ft et % wa weiat 
Sze mk a & fe A ga TR vem fe wa A FE 
ma at faa a fam at vat fa aa a 4g 


fas gou fia gas faa diz val ca ale al aR 


are oat wr fae fn fet Sa azat ga qe we e 
dana ost fa wa fer faa wa faae ae e 
ayaa 3fa % ana aa faa Aa aaa fin qe ae ® 
fas aqqaadl aa a at see aH feat Fe 
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I] K.A., (601) 


\! 
I] K.A., (602) 
ll 1K. A., (606) 
\| 
I 
II 


Il K. A,, (607) 


\l K. A., (240) 
{| 
Wl K.A., (241) 
I] K.A,, (293) 
II 
H 
lI 
Il K.A,, (319) 
il 
\| 
lt 
UK. A, (320) 


to the poet, the earth also was pleased to see Lord Krishna’s face and felt like becoming 
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his queen, and, therefore, tried to present herself in a form which could make her look so. 


Flute grip the hearts of human. beings, goddesses, demonesses, and the Nag women. 
Even cows and deer could-not help following the bewitching melody of the flute. 


we 8 oqant a7 A a daw wa a aes i 
We at fie 8 aa aaa ee me faa” aa tet 
ae S! ea faex ad aden af ana we ge (ST 
qe Te qe aM re in at ae eR “ter a as 
TT AA Te fae st ga ape A % we owt wat 
4s 40 wal ae ay a act aq da % art | 
SR ea’ ta Geer wz ua ana al cl aw art i 
area a aaa aft & ‘Hat aaa “a qatar ul ara || K. A., (452) 
ore at! Be frat wt fr a a gh ater! wit et 
usd sig | fietaaia ~ fase get FOB CA 
an & fide § at aaa aa al ge Bat I 
tere fet} waar Ferra org fea wrath xa, (as 
fe % a ae) adiear faa dt aly ea se gt ot ta cat il 
aa fatigit & fae & eH sta wa far agiat ara il 
qaqa oat are at ata aft mg fig ato ga art i 
Wm t F a % ge az vay Wa ea SY aay Wa. 40a) 
fre. far ata fart frei aft fas aa gra % afy ad 
fa faa tq tm @ aff aaa al wa Hac RA 
fa fra fan aaa ara faq a? a eH Ga al F II 
al aq dt faqaa CC an ed fvaq far a aa at Il K. A, (470) 
a & SH war aad atx we 4 walt ae aft 
ata al aa FR STs gH St fray afe sa Bat Wl Ka. az) 
fRemaga fafa om wl aa Gi Fat are st saa |i 
cig a wat fe 8 og faasa Gea % 9t Flaaq | 
it % wat at af a aa ai war wa al afar 11 
ff ta dina wea & aq faq da GFT 8 aaT Ka, oon 
ait Oh wt et Ye at aft af g az. et ad i 
aig @ fren arm fae F aan te a 4 af  arat 


wife fa ax q g daar af ana se Praq’ aft afar | K. A., (606) 
1. ort tea! eats aq®) aq dak a aararat 1) 
Bw ST wat gy at fae J gaat sa B aif ‘wry ii 
Sarr eet era fae at aR at 8! gh St afer | 
it Boa et a Fy Ra x ww iF Fetiet 4, ci95) 
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accomplished flute-player. His flute produced such a ravishing music as took in its" 
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‘When Krishna played the flute in woods and groves; all the ganas were gratified and ‘the 


stars stood motionless. 


Inthe following stanzas, the poet describes the flute of, Lord Kushna and its 
bewitching effect on, all... There are various Hindi hymns expressing the ravishing delight that 
Krishna’s flute-playing inspired... .Mira’s poignant.call to Murli Manobar must be fresh in 
everyone’s mind. Lord Krishna is often painted and sculptured with the flute by his lips. 
These stanzas would make a glorious addition tothe rich heritage of Radha-Krishna 


literature in Hindi : 


Ram Kali, Sorath, Sarang, Malsiri and Gauri, all the strains are in play, 
And Jaitsiri, Gaur, Malhar and Bilawal melodies reside in the flute at their proper place. 
To say nothing of human beings, even goddesses and demonesses become drunk on hearing the 


‘notes of the flute. 


The women of Braj come running like yoting female deér when ‘the sdund of ‘the flute catches 


their ears. . , 


Basant, Bhairay, Hindol rag along with Dhanasri are all being played. 3 
Krisan, the abode of bliss, is playing the Malwa, Kalyan, Malkaus and Maru rag on the flute in 


the woods. 


All the goddesses, demonesses 
strains of the flute, 


a 


and Nag women preseat there became self-forgetful on hearing the 


Gobind Dass says.,that from the manaerin which the flute was played upon, it appears to him 


that all the melodies reside in the flute, 


He is the repository~ of compassion - the Vedas have: eulogised him, His fragrance pervades 


the three worlds. 


On Hearifig the strains of His flute; heavenly maidens have ‘deserted heaven aod are hurrying down 


to the. earth. ee 


Delighted at tasting the beauty of Krisan .and the melodies of flute, they gave 


: ’ 


that providence had designed the flute to contain all the melodies within it. 
When Krisan-drew the strain from the flute in woods and groves, all the ganas ‘were gratified and 


the stars Stood absorbed. 


it as their opinion 


The Guru delighted in describing the sports-of lord Krishna,* the circular dances 


Sports & Feats, .:formed by him and the milkmaids, in which he form 


age a: Fe (331, 332, 333). For text, see the Appendix. 
He ae 
ae tt saat amr as aft ace aH Ral 
diet ae ce aq # ae alfe me aq & 
aa at af + avail ze area 


Also see 


2 aaa 


qe FH Ata a qasg wal aq sr ax Gey 


“y 
Ae UST 
Sat eT 
ua ‘Ger 


Il KA, (195) 


For more references see K. A,, (232, 235, 237, 332, 383,457, 458, 474, 475, 476, 594, 628, 650 etc.) 


vig at faan eft st aaar az 
faa aaa @ am qaq-& fea aaa 2. faa 
fex 4s ataa, afg., nat eft a ae ara 
aft ama s@ faa 1 
aq at ol aa saa.. alg 
wma ea 22 8h, wale. salt 
fama. ae 
aa wale 


2, Sports. 


al 6aael 


cul aed 6 Tg 


wae 


qmaa & 
sma UH aia wa aa mag & 
% Hist Saat ar 


a. alt 


aa aaad # ll 


I 

I 

NH.  K. A, (118) 
It's 

this 


faa at som fas %. oft. dae F sac wu, 
au fae & wa wa 


ll Klas (2) 
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ed’ the centre, whilst 
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the Gopis danced a round him and Sang in swinging circles, on the margin of the Jamna}, 


dat ¢ snare ¢ wna sndz BR ef ata at i 
43 Sa amaa die fea) aa aes fas aaa at | 
af aga act fia at sa war afe sda saat ai 
qt Wt ah ga tua a wR ge cit aKa af ll x4, c129) 


aa fad wz tt wor se me aN aaa ant 
Taq oma asad aa a ga a waar fafe aR tI 
era @ saa afar ogee oda ant aa a at i 
aad WH wax Ral ona fala gat aaa awd ll KA, (225) 


ae aft wat BiG Ata UH Tae g STAN Za aA al al aed aa aes 
sie aga Faq stl ag AG sus aa eal ae ax aT Te 
ae at a Fa F Tee att a} vel as fed Sea AA Alar anes 
we Bla Ma Tal algal a Ge siz Bat wis Aa BIE RAG Use ll x. A, ow) 


Aquatic : Sat # sma 9 faa ae a eh aaa 2 ut 
ae & aa a fant sam a afe ata tea @ 1 
MR geae g wat az fee sa at fe afr tard 1 
fax Z gear Rs ct ak od saa @ fac aaa el K, A., (120) 


maa it faa # ay A fala ata saa ant I! 
Bret Bl AM aT ose aga) 68 gaat «oe ort 
wat ae ff¢ & ga at fafa cif sar afe at Biaat 11 
wad? sgasa @ 7 GH wl fe a EAI NW KA, (241) 


ma < aw # fe ow HF ge ase a a 1 
a mat aa anaa 2 fae me fet ee sq A I 
nfa @ ovat ogg wife at zal aw at a aaa ay 
aq] aa fauna 2? aff A fe aaal az Oa saa at i K. A., (242) 


aft % eh y fasies F Ge alr F we fe ay 
aa Wg 9 eng gad ze owia sear fate dy aat 
a7 ME at aRama # da Mat * anata Het tl 
qa a gual et si faa a qe sa an feat gadt i K. A ,,(485) 


et & at at aaiga aie wat fet a fraud | 
adit aaa 2 Ra ss wa alfenaa at AI TAT il a. a,, (2472) 


fsa at sa 4 fawass aa wa sq fas ame | 
PHacn sas salt A sa % at sit saz qzrz 
aH a um el gz ne wat eq fear Tl STH: 


Wa et ara F ey wt ster et cl eft arr ot aye ll OKLA, (2473) 
1, 8, R.,. Vol. V, (23). 
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where in the Kunj Galis (bowers), they were skipping and springing about, 


Raas Lila : 


85 


chasing each 


wa tat aa at fale & agar ga a fat aa seal é I 


wm owt = offadtt fata as affdea fia wal = Il 
maa 0 HCC OCCA welled = at | 
a Of fa frat da guna seq FAT TWF Il 
wa tl Alt Yalaa Fale ar sar au @ afe ars il 
aaa oda at waa wa wa dt off a a ma II 
is @ a 3x ata ga fa waa are fea | 
ait gat ua fa af ama at g fad aa aaa i 
waqdiat af & ge at fafe @fe at wa diafa aaa 1 
uw at sh Mad aad aa feat ara ji 
wafaa ait dt wea a fenaa aa at aa aaa 
aqala Wal st mat & za qT aA wedi fafa ara 1 
dea wa afaqa ner aq SH at tt ana cwaat z | 
wa # ant faa a at faa varia at & aft aay 
fas aa FIT et aaa @ fae aia A re F aa aaa II 
aiaatt faa aiad @ faa mat aat auat aia i 
uma te aH vaRdial ze wiaa al wa are faa Il 


aaq wana afe aie sia ama at at @ af an 
aaa @ ae Waal gad 4 amg Fen ai 
de oat faayfe faa aft ga &@ emia seni 
wi wha & at sa da wal auisa anti 
mMm7at ww aa om «a afta fer a ga aay 
fas fan usa ay fant eR fas ana aanfe dia faaz ) 
aaa «ow «onatfia oat aft agasga fta a za aati 
maa Yea Ra wa waa arma fe aq at aa i 
Wa 23C g wad Bt af aa at ae ais wt 1 
fanniaa «=e faeraa al ome aa A Ome em OT 
mad = | aaT ATL se = alae siz ad | 
ala aaa at fae oat faa fae oat faa aft wa aa 1 
wat 6a | Oa OHO aT BR OATH wee Sra | 
ust @ de fia au g fauna 2 fit fae mari 
Get Se ge wt 6 fafa? wa A ae dz omar ii 
aif dat a gaat ogatt oanqm 896g SaaATAT II 
aa Tat at Ba BE | eT sae HIE I 
saa 2 far at afa at g fuse aa a fe aie 1) 


wd Ue Sst oat TOMA aT Bf at afe aa sat | 
eae TUCSON at 


feamag et % fa mar wna & g fat aa Fz II 
aaomat 2 af Fant faget fe aia at ga Fy 


Digitized by Panjab Digital Library | www.panjabdigilib. org 


KA; ; (517) 
K,A. , (518) 


K, A. . (519) 


K. A. , (520) 


Kk, A. , (322) 


K, A. , (525) 


K, A., (626) 


K, A. , (527) 


K. A. (530) 


K. A. , (631) 


K, A. , (570) 


K. A, , (602) 


K. A, , (611) 


K. A., (616) 
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other as in a game of hide and seek; and his miraculous feats that have secured 
him deification among the Hindus". The style is highly embellished with rhetoric, metaphors, 
choice similes, long-drawn imagery and fanciful juxtapositions. These apt and beautifu) 
descriptions would not fail to attract the reader, 


sreex a faamaga dt dia war fafa gat MAU KA, (28) 
at dt aa aaa 6g fat 6k ORR aaa tal 


aaa RTT TSA ae HO qeqAT FS KA, 29) 


aaa @ as wa & fae et afa a af gac saa 
aat @ wet faq a se ust at sqaga waa 
wage fa st se at g gait se dzgunr afaaraai 
sa oat ae at ay fas fant ata gar ama waa 5-4. (60 
I. Krishna’s chase 
are feat far y at & fafa gua # gu ata we du 
angel oat aaa 8 aa aq faa wal aa we 21 
aq faa wa at Rar aa aaa % saat & ta az 21 
at aff aa st MAT OMAR aA BT ws AN KA, sr) 
sre Seat owe Ca Oat HR WM oa ae za BEI 
fas fandt ava ofa at fifata aa adt ta faa 
gaa owdiac dic oadt frawaga gq fet ae ae) 
sxx dat aft ware Fe Re MG | BN YF BA AA K.a., (058) 
me gt fa & ey Fe FW F EF FL BMSll Ka, 650) 
aff una ga ada faa faaaaga a ae aft aa 1 
eit ae Fe Fe FAA AE RIA TAH HAM KA, eo) 
Miraculous feats : 
alg da a aga & aa al Ga Bat fear sf aesary 
@ te val aat ala vat feat afe wat aumal dt gezarti 
mifta asa at aa a aq a ofa at afa aa aezear iy 
fas a wat & at & faa faa aa) wat aq wear) KA. (480) 


ana aime wi aa a afist at a at Waa amen 
ce qaR el va oH fac & a aa wae se oI 
at itt aa a faadl a oeaqa a ee ame 
at sas) «stat att gat BOR ge, CK- A. (490) 
fee ana aoaf & fia Sa aa cae ana faaaty 
aft we at oa sz cwiadt aff gea fs asad i 
gam al qadl ge ze 8a see Goan F et gmat 
aif aval at at ua gz faa waa @ fee arf aati K-A. (499) 


For more references, see the Krisanaytar : Slaying of Putans (80-93), Trinavartta (103-109), Bakasur (159-163), 
Aghasur (170-175) Dhenuk (189-200), Pralambh (226-227), Kalinath Neg to clear off the Jamana (207-219) 
Lifting of the Govardhan Mountain (335-408) and the like. Rescuing of Jumlarjan (135-145) eto. ete, 


by 
~ 


qr, 
- 
7 
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4. The poet indulges in elaborate descriptions of his male and female characters, 


choosing for his subject the depiction of scenes of union of lovers and pangs of 


1, 


Description of Ram's beauty : 


gat 8 fa ate FA ft aa aan fata ae 
fad aaed | weal ays il! acat saat ll we aeaaaeT II 
faa tz saat | a wa Alaa ll Ta ez tear gt sz Taal | 
ad aan staat il fest faara araat i att faa aa | dara za I 
dz ym ow om ua aR fa ax fact wud i 
mat fan aaa ae am awd we faq we Il 
aa aay salar Fale alma 486et OIE RTI II 
Ta we gf we ae we sa fava afar 
Aa gage at oaaé ll agi sta Sd aaiare ae Il 
aa aera aa wet ol oadsia ost | 6oagiqg qd II 
gq Oo tiat fag ofaget ol ge) 6ogfazrr «Oa ae 
aa wa & aay aa frat  fadt ar at asaaa feat 1 
Bt RL KAT FaAT GAR ata 
wat taETSC“‘i‘i @ il eq wt wma 2 il 


Description of Sita : 


aq Sa Fea SB aa faegaat | saaTat 
ad Eta FAT OO MaaK Ogata tft I 
faa tla Hla at qa reefer ara Il 
gaa faa ffaaa fag sitaa ova tt weal i 
faa'areaett i faeisetet seat Ge aazAeet 


ae Wa aMdl ut aa al wal aa ale aH uA wat II 
x x Xx x 4 x“ 
wal aT aie aS oa oe CT UT gaa ost wa ait Ii 
fant fa ale wa wa ae fea ae Wa at aa ar i 
gt ep % sear ato Hal qa eae dz ate aly | 
aa aa Gh wa ala wie aa wa % geal aif are | 
Wat Fa GA AT dt BA aa aT yA at Fe LA I 
wa at at fat um fiat weotm ana aa aan 
wow out ad aa wma aaqia gaa % wa ale 
ame tte & am tis fartus & Fea 4 ara at = i 
aaa aa a ait wea sar a oa «6% Peart I 
wal aa eta at via fiend fasam A aa % aa ar 1) 
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R. A., (103) 
R. A., (104) 


R. A,, (105) 


R. A., (154) 


R, A, (692). 


R. A., (693) 


R. A., (705) 


R. A., (263) 


R. A., (296) 


R. A,, (297) 


R. A., (298) 


R. A., (298) 
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Separation between them. In the depiction of union between lovers he, at times, dwells on 


their various limbs from top 


Description of Krishna : 


SHS SL HAT RT aS ae Aa ez Felt fea ae ta 21 
$A Ol 4s at TAR Aaa ase art gear of ad ae Sa 31 
Alafa et wiefa fexfa arr sre qa fara Ss gex at Ga qata 21 
a aigala ale ag Sad a Az aya og gc ae aarti ama aa 21 
waa 2 far % az Set ame fe ae at fae at bn 
a aga dt 2 fe a sar dig & aft Wtq FT eI 
vita ss fie & aaafes aaa a2 aft aze mei 


GF at F se der ga aa at ar azy 


fam sife farige at aq @ ya onfe Ranft at aff asi 
aie gia & fq dl az @aq at aq & gle asi 
TW ad wade 2g stat qt dea at gt ae It 
aT AT GF gat we FZ sar wie at AEH 


Description of Gopis in union : 


faa ges oat at af % femag = aif att II 
Be ust ge faa at fe @ aff sizdy 2a aay 
wat aft wast aq weil aq amt arama & da att || 


fie Ga wo una get as daa 3 faust Tat Uy 
st ¢ waar fausa 8 aft after fagmar | zat it 
ant sit aaa at oaqdt ga oofter 6 deeer ati 


faq Sax aint zé fax } wat fia a aq et wa wari 


qt se g aafadl ae aifafadt € of ae adlari 
yea sit at oaft gat osre@a|odlat ara AT 
Tat ga af oa a? ana at faa We as atari 


Deseription of Radha : 


qm tt dag aiffr & ale # acd act faa ai 
aa at ant fanaa H gant aa At A at ad Gai wat fa sl ze II 
THT staal) Bet aal g dzled 7 Bet our ata aa aia a Ee HE II 
Hite % are Tt SX 4 Gl GIR sre | Tat sy wae cw % aS I 
Hd UF BIT Tat gar FA Aifasts size F gar At aise a @ 37 I 
444 3S GAR HAs gare at 
aZ FAQ Water Md) ROE Oat Aa wa 
a & qt Hea am adt af am a da ud wat | 
Ti ot alat wna & ge dz at aizdt aa wat il 
at ai fafa & fagus ao sam fie at af we zz I 
Wit Slat We aeat a nal fee & fasanaa alata i 


For more references, sce K. A., (270, 273, 279, 539, 540, 541, 542, 644, 545, 546, 547, 552 
560, 561, 562, 563, 564, 566, 569, 672, 6 


K. A, (190) 


K. A., (238) 


K. A., (445) 


K. A,, (543) 
K. A., (546) 


K. A., (548) 


K. A., (557) 


K, A., (537) 


K. A,, (538) 


K.A, (539) 


K. A, (545) 


#, 080, 581, 084, 585, 586, 693, 595, 598, 634, 640, 652, 657, ete.) 
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Riti Kal of the Hindi literature. 


BRIEF CRITICAL STUDY OF WORKS IN THE DASAM GRANTH 


metaphors in describing each limb. 


1, (a) 


Description of Gopie in se paration : 


aa & at WW an dt g gat aa wna deer ail 
qa alo ala at aa adt FR azz nal wear aa anal UI 
tax oat oafa at owe at af fea aA fae ata saat 
aga faat aa 2 wa a aal aaget we ga sa al 
fiona at fazt fia a fae aaate + safe a ata lI 


at ycmaa @ ga a afa fas faa aa wat aera 
ve fot ae we a wm Fete yg wera ger ti 


at at ose ofaera @ foela adt aa eer ald) Ag 


For more references, see K, A,, (812, 561, 865, 567-879). 
Description of Apsaras : 


auaaza arataraat || SIT q ‘aafteaal i 
farqaez TRAC iatT so Razer CHAE atau II 
ag aufgaraan aufasanit faazranit THAT UI 
aractafragal ga fence sulaaazal afaact tl 
STB azqwapl maT qaTay Il 
TATTSAUT qEeaat alae Alay A 


Description of a forest 
aa fsa @ fe aoe dH a gat sf Well 
wiafatt aaa aaa au fa gat a Ba Bell 
aap usafadi | ae ae aT «BATE Galz ll 
qa om wea fret af waa se afa et Bagel 
Soothing effect of the forest : 
Hat ala at T 
BAY GUT ay 1 
Thickness of the forest : 
FATA Ae Tal aia az Ta at et sst at ae ae Cal Bea eM 
Wl GA aA Za Sieg A lat writ ara ala Aza fais WA ala 2 I 
Ua Hl Hel AH AH A aera Ae GUSH Bl Hla set az tt aA Beatz | 
24 a (atl aH a a fagal dat delat aaa wei Wet @l a Ta eI 
Fierceness of the forest ; 
qaqa far <anat ale wae we wt wT tell 
qed am att a | |6WaRG )6©6Oe MEISEL 


em aa ace mle fealza aca fad) fx mall 
at oat ale «aera «faa | cet Sis al Blt srzal sara | 


Description of trees, flowers and fruits ; 
awa gh gy Ga wa fa 8 ga alt gare 
ya at a at waa farsa tt | BRT RENE 


ala ale tl 
aa ale II 


oY 
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K. A., (811) 


IK. A., (862) 


K, A., (863) 


K. A,, (866) 


e 


A., (592) 


K. A., (453) 


R. A, (294) 


R. A., (300) 


R, A., (248) 
R. A., (258) 


R. A,, (722) 


K. A., (301) 


™~ 


He employs various conventional and fresh similes and 


5. In the Chaubis Avtar, we come across numerous ; Short and long descriptions! of (a) 
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forests, trees, flowers and fruits. (b) riverside and lakes; (c) clouds, heavy rain, and seasons;(d) 


aR Fat (addi at G ge arm asr fae OY wa eee] 

ae & gat ga t te ae Zea zalOsédfzal T= |} K- As (197) 

at wet 7H ge ual saa fer 2 am @ az we 

wife amt mr fas t am & aa aa at ay adi 

tat @ fas aise ae feat aa oH az aha al 

aT wat ga wise & at GA zat He get MBI) KA. 50) 
id) Description of the riverside : 

dit at faxqfy fae aft gia 2 gee aia sar 

tH ow fet & at sa te war aaiea me KA. 620) 


aa ot fe gu wat fas ate a® agar @ aa al il 
aati 2 ats via alt sf ana at agar a aa BA. (620) 
ust a al fees g farsa gaa 8 Ba waa I KA, G07 
Description cf a lake : 
aa wat fe sx ft a A sa % aa % gard 
at aiat t af A fa @ aan aft at caarey 
WZ atta os sya af F aa F zw wa qars | 
aya az a & aq aft B® ge say Fea asi) KA. (193) 


va mel faadt ef Yo ze aa ast fae Y Ga ase 
a7 & GH ga a ae we aa cat fa aes Kacy 
(c) Description of clouds and heavy rainfall ; 

° =~ ~ Ly 

qza_o dita alae at fy & fax BF Ge FT wa assay 

Ws ala as fee F ay gaa aa au amazsart §-A,, (958) 
daa @ a a suze ae cat fa & aa are) 

awe sq Ft mat aaa eta  feera acd y) A, (39) 
wa ost fia et wqae agg st ga als sarar | KA. (202) 
Me ME Re Bt FT AR ya we oak Ft may 

oa aG feat aa nfg faa ax ma & ag am qa 

as alt gt war mae ag gzq aie at area 


mY #2 eH Ft MF aR gq aa se a st sud KA, (09) 
ay wat en G naar fa aa a awn va me I) &.A,, (865) 


Description of seasons : 
ait He ta wae a gata war wa = aa wai 
are Salt $F Ge wt Bi Wat Fa amar Wa) KA. (238) 
For more references, see the Appendix ‘Barah Mahas.’ 

{a) Morning. : 

ma wal geart faci sane 8 6fat aa ome fara 
mo ost gang sna af gaa adt se ata aati 
aT 8 6a et seating «oT saat gaaitaxoarat t 
any mm a aR Oe ae aa atten Aa wat KA, C0) 
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mornings and moonlit nights; (e) celebrations and (f) dishes. These descriptions are 
in quatrains aderned with similes, metaphors, imagery and poetic fancies. 


$$$ 


Moonlit vight : 
usa 8 ame agar owe A oat) Oaieet Ae Fe al eee 
at wae ga wait ffs t sa gt se Fe seer SS 
set dq at aiztt arava ot se a aaet OB OAH SAT I 
aa sar aa uaa 2 fe % sqer fen oe ate A.C 
aa aft du gaa gat aizdt wa adt af | TEI 
a oat waar ow ¢ faa Maa ant af ami 40%) 

(e) Celebrations—Ram’s birth : 
au aa fate qatar aa Bag Il Aa ale asia ala sata ata faaq | 
ia ata gel Ue afefa aa pane alle ft aT we ata aa faata || P- A- 66) 
aaqaafazazaa fa amas as ao at at aafan az faa | 
gadiandiaie ade 2a aa liga ga fet at Ta 2a zaman BAO 

Ram's marriage : 

‘eas ad} aa al at SO farm 7 art l 
Sor at aaa PO AC ROR ORT TTC I 
aad aa gam waa aaa alata aife AAle |I 
aa fax aa a saa ga se fag & ge sea fat BR 4. (07) 
aug faafra at ose iige fe es taal fener 
a dia aw sat smeita tar aa @ITG jj R-A,, (158) 
wae ate awa aE fe ogee HI fare FTI 
asa wea far BI li aaa alzq = IZ PAT. | Re A (159) 


qq aq oat gate aa ll WaAaa faut Wat | 
qe Sk gala fay aT Il Aaeal Wa WErTAatay i] BR. A.,(160) 
qt tT AMT ATT Tle eT OT Ba tl 
maa «wild aaa at il aa ATE qalad aat |) BA» (el) 


A decorated horse in the marrige : _ ak oes < 

aus aati sar * 4a € age aA Ta Fe qa yard E Il 

fast wa tfeqqaa ws ehh ga a ers aH da faexa Pal 

altars ae Faust Ba ale € aint % ak @ fe geo T tata z II 

met BAN Hl ata AA TAA HiT sa AT sil A Fe setaT Fil) BA» C7) : 
Devki’s marriage - _ 7 ‘ x 

stata fest al St H at aal wag a WE ABIAt T 

eau st 86a FR OMefa Aga FI BA at faz 9 wat | 

sea Gat ff TE wal | AaaTTar 

wiz aaat owt wal aaa aad wat Fg mat 4. CD 


sen ses eee ff ** eee ene ee eee 


saa at ae aaeae wa oat amt aa all 
maa Wa amaqq am feqafe  saraa wa | aR I 
miseta «COU GlCOfeatC(isC TT TSA A OSTaT sts oat 
ao faa eq att g faa tat st meaty B 4.00 
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6. Dialogues. Dialogue, more or less, is an integral part of a narrative poem. Whena 
reader is tired of pursuing the narrative, dialogues aae introduced. They create a dramatic 
“atmosphere and thus sustain his interest and take the story ahead, The best characterisation is 
achieved through dialogues, in which case the narrator stands apart, allowing his characters 
to reveal themselves through their speech, and reinforces their self-delineation by the 
comments and judgment of other characters of the story’. This creates a permanent 
understanding of, and sympathy with, the characters. Fielding has very properly urged that 
true knowledge of the world is gained only by conversation ; and the manners of every 
rank must be scen in order to be known. Dialogue has also the merit of brevity. 
That which would othetwise have occupied lines, can be clearly expressed in a few words 
in a dialogue. 

Jayasi, Tulsi, Keshav and other poets have frequently introduced dialogues in their 
narratives. Guru Gobind Singh’s dialogues are not less absorbing than theirs and that is 
because of the excellence of their technique. Among the many dialogues contained in the 
Chaubis Avtar, those inthe Maan Lila Kathnam, Udhav-Gopi Samvad in the Krisanavtar, 
between Ram and Paras Ram, Ravan and Angad in the Ramaviar are a few of the best of 
the lot. The text of the first is given in the Appendix. Here is an English translation 
of it: 

Radhika Maan 
The poet Syam says that having spoken thus, she left the bower of creepers, 
Her face resembles the moon, her body is like gold, she excels all the cowherdesses in beauty. 


She adopted the attitude of maan, She left them (the other gopis) and went away like a strayed 
female deer; she had no friend with her. 

It has suggested a simile tothe poet—asif on getting angry with her husband (Cupid), Rati 
(Kamdev’s wife) was going away all alone. 

K,.A,, (677) 

“‘Here, during the raas sport, because of his love (for Radhika), Hari looked for the daughter of 
Brikhbhan (Radhika), 

He stood gazing but she was not to be seen among the cowherdesses—she who was dear to him,’ 
says poet Syam. 

“Whose face resembled moon-light and whose person “was extremely beautiful like gold, 
(Lhinks Krisan) either she is feeling sleepy and has gone home or she has resorted to magn.” 


‘K. A,, (678) 


(Continued from Page 91) 

mat amat gare feat gy saa gaa @ az dz mach 

aeft al aie as gt aa & fT SS TH % a1 We AA AAT Baral z I 

afar «% BVH At MAA % Gt at 4a a7 1% gale eel Baraat II 

aga al ga Mal Zeger (esa eta AIA Ala HAC ST alg @ Mlataad yy 4. (99) 
(f) Names of dishes. 

ada Fs wedt falar ga aati ast gata sal 

qmat 2s «aati fa aest CHOCO aA 

gt ait at we ga S aa at ag BX A HA AAI 

a az watt una fe se aH sagt Wa wan KA. (920) 
1. 1. 8. L., 147. =: 2. “Tom Jones’, Book X1V Chapter i 
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Jaduraj called the female companion whose name was Bijjuchhata. 

The lustre of whose limbs resembled gold and from whose face the moon got its effulgence. 
Hari said to ‘her, “Listen, go to the daughter of Brikhbban, 

Fall at her feet, and persuade her to accompany you hither.” K. A, , (679) 


On hearing Hari’s message and getting Hari’s order, the female friend ran to reconcile the daughter 
of Brikhbhan who is a very good maiden, 

Whose beauty is like the beauty of Cupid and as if she were a beautiful lotus flower 

This has suggested to the poet the simile of a top free from its cord, K, A, , (680) 


The Female Friend Speaks 


The female friend, called Bijjuchhata, came to Radhika, the daughter of Brikhbhan. 

And then she uttered these sweet words, ‘Listen, O, woman ! the Lord of Braj, has called bce 

“Who is that Lord of Braj ?’” says the lady of Braj (Radhika), ce maid replies) “He is Krisan 
“Which Krisan ?’’ (asks Radhika). 

“The dear one with whom thou sportest, O, woman’”’ replies the aid “Who is he?” asks 
Radhika, ‘‘Him, with whom you have fallen in love,”’ comes the reply. K. A. , (681) 


“O friend! the darling of Nand calls you. Do not be stubborn in the least. 

I have walked to you all the way. Therefore, you should act by my advice; 

Go quickly to Jaduraj, you shall lose nothing thereby. 

This very fact prompts me to urge you. Be happy yourself and make others also happy. 
(Persuasion, request or entreaty) K. A, (682) 


“Do not be moody, therefore, O friend ! Listen to my advice. Rise to your feet and hasten, 
Where Krisan is playing on bis flute, There the cowherdesses cut jokes and indulge in sweet 
abuses, 
Thisi why ! am asking you, come, do not be apprehensive in your mind In any way. 
I fall on your feet, give up your apprehensions and proceed to Hari without any hesitation. 
(Exhortation and persuasion) K, A., (683) 


“Tisten, O truculent one! Do not be apprehensive in your mind in any way, Shed your mis- 
givings and come with me unhesitatingly. 

O proud one, Hari loves you mightily. This is why | have urged you, 

Your eyes appear like sharp arrows whetted on the whet-stone of love, 

Hari loves you mightily. It appears that you are quite unaware of this fact. (or Are you yourself 
not really aware of this fact ?)”’ (Eulogy; New Idea). K. A,, (684) 


‘Taduraj (Krishna) is playing on his flute, on a very beauticul spot,” says poet Syam. 

“This is why I have been sent to you by him, He asked me to hurry on to you and conduct you 
to him 

To the place where Chandrabhaga is dancing, and the cowherdesses are singing in swinging circles. 

Therefore, hurry up, friend, every body is regaled with ecstacies of the sport. You are the only 
exception, (Stimulation and jealousy). kK. A., (685) 


“Therefore, I wish you all happiness. Come away quickly. The darling of Nand calls you, 
Syam is playing on the flute where the cowherdesses sing in chorus,” 
“By playing the Soratha, Sudh Malhar and Bilawal strains’, says poet Syam, “‘the darling of 
Nand is regaling everybody.” 
To say nothing of others, even the gods have abandoned heaven and gone thither.” 
(Stimulation of emotion), K, A,, (686) 
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'Radha speaks : reply and counter-reply 


“L shall not go to Hari, O friend, I swear by the Lord of Braj. 1 will not go. 
Hari has given up his love for me and has fallen in love with Chandrabhaga”’ 
‘“Syam loves you mightily’* returns ( says in reply) the female friend, “Dear me, give up your 
truculence and come away, shaking off all your misgivings. 
Krishna will not play without your company.” 
“Go tell him to play with the one with whom he has fallen in love,’’ retorts Radha. 
(Cause : Sense of wounded pride and jealousy) K. A,, (687) 


The Dooti speaks 
“I fallon your feet, O friend ! Do not be so moody in the depth of your mind. 
You should at once proceed to the place where Hari calls you. 
You should dance as other cowherdesses dance, you should sing as they sing. 
Say whatever else you will, O Radhe, but do not swear. I vouchsafe my life to you.”’ 
(Persuasion) K. A., (688) 


Radha speaks 
“Hear me, O friend ! I shall not budge an inch even if Hari sends a million cowherdesses like you. 
What if he plays on the flute and what does it mean to me again if he sings auspicious songs. 
I will not go to that place even if Brahma comes in person to deliver bis message, 
Of what account are others ? Even if Hari appears in person, I will not go.”” 
(Excess of sense of wounded pride) K. A., (689) 


The Dooti speaks to Radha 
“Listen, O cowherdess ! Why art thou so truculent, get up and do what Syam bids you do. 
Hear me, you should do what pleases Hari. God bless you! That should be your sole concern. 
If he has sent for you, it is clear that he is deeply in love with you, 
Otherwise, art thou so foolish as to imagine that there is none so beautiful in the raas as- 
thyself, (Threat ; Disregard) K. A., (690) 


“Every body knows that on thee alone Hari lavishes his love. There is nothing new in it. 
Listen, O friend ! Deserting him whose countenance radiates the superb lustre of the moon, whose 
person is the embodiment of beauty as it were, 
Thou hast taken the way to the house so abruptly. 
The Lord of Braj has many companions like thee. What, if one more cowherdess comes in or 
goes ? 
(Threat and disregard are continued.) K. A., (691) 


Hearing these utterances of this cowherdess the daughter of Brikhbhan got irritated. 
Said she, “Listen, O, woman ! without being commissioned by Hari, thou hast taken upon thyself 
the task of a mediator between him and myself. 
Thou has come to conciliate us but hast spoken words that do not appeal to us.”’ 
Thus returning an angry reply Radha said “Hie thee, hence ! Who has made thee an arbitrator.” 
K. A., (692) 
When Radha returned an angry reply, the one (Bijjuchhata) came home and said, 
“The woman is sitting in a truculent mood. I have used all my persuasion but the foolish one 
would not listen to it, 
Conciliation, she would not have. Punishment she would not care for. Diplomacy and rewards 
have no meaning for her. 
Where can there be love for such a vulgar one, who is a stranger to the strains of your love 2” 
(Stimulent. ) K. A., (693) 
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Main (Madan) Prabha speaks to Krisan 

Main Prabha was sitting beside Hari when she heard these words. She spoke, 

“OQ Hari! I shall bring the cowherdess to you, who has thus got estranged.’’ 

Then she rose for the self-appointed task of bringing her to the feet of Krisan. 

Her, on the beauty of whose face the bloom of the lotus flower could be sacrificed and then nung 
asice. K.A., (694) 

Thus she spoke at the feet of Hari, ‘! shall presently repair to her, 

And shall bring thegbeautiful one round by any tact that appeals to her. 

I shall fall on her feet, I shall entreat her, lL shall cajole her. I shall take every possible step to 
conciliate that beautiful cowherdess. 

This very day I shall bring her and reunite her with you. If I fail in this mission, I shall, of course 
forfeit all your tender regards for me.” (Oath, swearing) K.A., (695) 

Says poet Syam “Main Prabha paid her obeisance to Hari and went straight to her, 

Who is unexcelled by Mandodari, the like of whom there is none at the court of Indra, 

Whose beautiful face radiates, who so shines in her grandeur. 

As if the moon,the deer, the lion and the parrot had all obtained all their peculiar beauties from 
this lady.”’ K. A., (636) 

Counter-reply 

The moon-faced one took leave of Hari and walked all the way to the daughter of Brikhbhan. 

On reaching there she spoke to her, “T would fain die for thee, come away, The darling of 
Nand has called thee.” 

“] have no mind to go thither to Hari,” said Radha. Then replied the maid, ‘Do not utter such 
words. Have no mis-givings. 

Why art thou sitting bere after having stolen the heart of Hari as it were ? K. A., (697) 

‘Where rolling clouds gather from all the directions, Where pea-cocks scream. 

Where cowherdesses dance and forlorn people offer themselves as Sacrifice :— 

There in such surroundings and at such a me. © friend ! The lord of Jadus plays on his flute and 
calls thee to mind, 

Therefore, hurry up, and come away O friend, so that we may also reach in time to behold the 
spectacle. (Nature as excitant, stimulation, euology) KK. A,, (698) 


“Therefore, give up your truculence, O friend | come away to Hari, shake off all your mis-givings, 
Set thy heart on love alone. Do not harbour any stubborn thougbt in thy mind.*’ 
Poet Syam continues Dooti’s words, “Sing thou the glory of Krisan who provides such pageants 
for thine eyes to see. 
Why dost thou sit so stubborn ? The whole world is agog to see bis glories.” 
(Admonition) K. A.. (699) 
‘Thave no desire, O friend, to go to Hari, nor have L any curiosity to see the pageants, 
Syam has ceased to cherish that profound love that he once had for me and has taken to another 
woman for bis love sports. 
He loves Chandrabhaga.’’ Pat comes the reply, “No it is not so, Some body seems to have 
misreported.’’ Radha retorted, “I have seeo it with my Own eyés. 
Therefore, I shall not go to Hari. Be quick, go if thy mind is so much stirred up.” 
(Disregard for Krishna, Tit for tat) K. A,, (700) 
The Dooti speaks 
“What is there O woman, that I should go to see? ‘The Lord of the Jadus has sent meto 
conduct you to him. 


This is why of all the cowherdesses I have come to thee straightway. 
Thou art sitting here in thy pride and wilt not hear anybody. 


Quick, therefore, come away with me. That is my errand. Krisan is awaiting you, Standing there 
in expectation. ** (Ser; on pride). K, A. , (701) 
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Radha speaks 
“ T shall not go to Hari, O friend ! what gainest thou by faking facts ? 


Syam has not sent thee tome, Your words have revealed you. Thou hast been found lacking in 
thy professions,” 


The Dooti replied , 


“What if I am insincere, O cowherdess! Thou knowest not the distress of 
another,” 


So saying she bowed her head and then spoke, “I have not seen such a truculent one, O lady !” 
(Insult ; compassion) K. A., (702) 
The Dooti speaks. 
Again she spoke thus : “Come away, dear maiden ! I would fain have sacrificed my own interest for 
thine. I have promised to Hari thus - 
‘Do not feel distressed, O Lord of Braj, here I go to persuade her and I shall fetch her hither,’ 
Here thou art sitting in a truculent mood, O friend, come away to Hari after having shaken off 
your misgivings. 
Without thee, it is not possile for me to return, You probably do not realise others’ difficulties.’” 
(Self-surrender) K. A. , (703) 
“What if I have come home straight O cowherdess! I admit, I did not ask for permission, In fact 
no astrologer had advised me to ask for it. 
Go back and tell Hari. Art thou not ashamed of indulging in such frivolity ?’ 
Poet Syam says, Radhika advises her to convey her feelings to Hari : 
“Thou art in love with Chandrabhaga. O Lord, me thou lovest not.”’ 
(Co-wifely jealousy) K, A. (704) 
Hearing these utterances of Radhika the cowherdess rose and fell on her feet, 
Then said she, ‘Hari’s love is for you. He has given up his love for Chandrabhaga’’, 


Poet Syam continues Dooti’s words: ‘She is not as intelli gent as you are. This is why hehasa 
yearning for seeing you. 


This is why, O maiden, I have such a self-effacing fondness for thee. O, fortunate one! come 
Straightway to Hari, 
(Persuasion, attempt to appease anger, praise). K. A, (705) 


“The Lord of Braj calls thee. Come away, O, ignorant one! Dost thou know anything about 


love ? 
Syam is waiting for thee, He would not even drink water without thee. 
Here thou speakest in a strange lan guage that thou wouldst not go to Hari. 
This makes me think, O friend, that thou hast become drunken now because of thy youth. 


(Censure) K. A., (706) 
“Thou hast, O, woman, in thy truculence withdrawn into thy own shell. Thou hast abandoned 
Syam’s love and art sitting forlorn here. 
Thou art lost in contemplation which is no more than a heron’s attentive pose, 
the object of the Jove thou cherishest in thy heart. 
I have told thee, O, friend, whatever worth-telling has welled up in my heart. 
Now it occurs to me that thy youth is but a four nights” guest.” K. A,, (707) 


Poet Syam continues Dooti’s words, ‘ Thou wilt not hesitate to repair to him who enjoys the whole 
human creation. 


Thou art sitting here, O woman, in thy stubbornness, 
wouldst lose. 

The youth thou pridest on so much, shall come to such a sorry plight that 

It shall desert thee and wander about like a mendicant in tiger’s skin thrown over his shou = 


ders, K, A., (708) 


Everybody knows 


He is not to lose in any way. Itis thou whe 
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“Listen, O friend, thine eyes resemble the eyes of the deer; thy waist is like the waist of the lion; 

Thy face is beautiful like the moon; the lotus is nothing in its comparison,, 

Thou art sitting so stubbornly. Thou thus art the loser. 

Thou art gone against thy very person. By showing stubboraness to Hari what shalt thou gain?” 
(Praise or admiration) K, A., (709) 


Hearing the words of this cowherdess, the daughter of Brikhbhan was extremely indignant. 

With her eyes blinking, and shooting up to her eye-brows she was aflame with anger in her heart. 
She spoke thus to the cowherdess who had come to persuade her, 

“Why should I goto Hari? O, friend ! J care a fig for him.”’ K. A,, (710) 


When she had given the reply in this way, the maid uttered these words : 

“©, Radhe! thou art dearer to me than life. Do not get angry. Why art thou so full of anger ? 

Thou art heré in'a truculent mood; Hari, the rival of the moon, on the other side, is straining his 

eyes for thy sight. 

Thou sayest that thou carest a fig for Hart. Why then does Hari care for thee a 
| K. A,, (711) 


Having uttered these words, she again spoke: Get up and hasten to Hari and be united with him. 
The eyes of him, who sports with the whole human creation, are fixed in this direction. 
If thou dost not go to him, O, friend, he shall lose nothing. Thou thyself shalt be the loser. 

O, dear friend, Jadurai’s eyes have grown like those of a forlorn lover just to have a glimpse of 
thy face. (Stimulation) K. A,, (712) 
“He would not look at other women. He is always straining his eyes to catch thy glimpse on thy 

way to him. 
He is always absorbed in thy meditation. When he speaks thou art the subject of his speech. 
Sometimes, he would stagger to the ground and then would come to himself while absorbed in thy 
contemplation. 
At such a time Hari averts the darts of Cupid by re-calling thee to mind. 
‘Transient emotion) K. A,, (713) 
“Therefore, give up thy truculence, O friend, get up and come away quickly. Do not have any 
apprehension in thy mind. 
I myself bear witness to Syam’s feelings. He has lost his heart in thine. 
He is absorbed in thy thought to the exclusion of everything else. He is grieved at heart but he 
somehow pretends to be care-free. 
A frail woman as thou art, thou hast grown truculent in thy stupidity. Thou dost not realise the 


love that Hari has for thee.”’ 
(Admonition) K.A., (714) 


Having heard these words of the cowherdess Radhika made the following reply : 

é\\What makes thee leave Hari and run over to me to cajole me ? 

L have said | will not go to Hari. Now tell me what wilt thou do hence. 

O friend ! you call others stupid; dost thou not perceive that thou thyself hast grown stupid.” 
(Retort) K. A,, (715) 

Hearing the words uttered by the daughter of Brikhbhan the cowherdess made a reply like the 

one following : 

“Pisten to what I say, O cowherdess, give thy ears to my utterance, 

Thou sayest from thy lips that | am stupid. Just think within thyself if | am really so. 

{have come on the errand of Jadurai and mark, it is Jadurai himself with whom you have 


grown stubborn by truculence,”’ 
K. A. (716) 
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Having spoken thus she said, ‘Come away. O dear, find thy feet. Do not entertain any mis- 
givings, 

It is thou and thou alone on whom Hari lavishes his love in such abundance. That is why he has 
sent word through me to you. Take it to be true. 

1 fall on thy feet, O damsel, shed your stubbornness. For once let my request be granted, 
Therefore, come away with a clear mind, leaving all thy mis-givings. For Once at least try to geta 
the core of Hari’s love. (Climax of persuasion) K. Aj (717) 

“In the sylvan bowers, O friend, at the time of raas,. Hari sported with thee in the wood. 

He has not half the love for those other cowherdesses that he has for thee, 

Hari has languished in thy separation. He would not Sport with the cowherdesses. 

Therefore shed your mis-givings and come straightway re-calling to thy mind the memory 
the Sylvan bowers, (Love intoxication), K A,, (718) 


“Come away, dear friend, Krisan calls thee. Do not harbour any WayWardness in thy mind, 
Thou art so deeply lost in thy truculence. Give a little heed to what others have to say. 
The reason why | am speaking to thee is that you have nothing to lose in this act of thine. 
Just look at me a while. Give up all your truculence, and smile forthwith.” 
K, A., (719) 


Radha speaks to the Dooti 
“I will not smile. Nor will] repair to Hari even if a million of friends like thee come, 
Let them come and practise their many arts and bow their heads at my feet. 
Never wall] repair thither. Let people like thee use a million of their winning arts, 
Let others alone, | will not go even if Krisan himself comes and bows his head,”” K, A,, (720) 


Counter-thought 
When Radha uttered these words the cowherdess spoke ; 
“When I say, she replies ‘I have given up all love for Syam,’ 
Dear me ! what shall 1 say to Syam who loves her perforce ? 
He sends us to this one. Has he any paucity of cowherdesses like her ? 
(Soltloquy) K. A., (721) 
“He sends us to this one and lo | this cowherdegs prides herself en her beauty. 
She has the feeling that he is inferior to her (in beauty), therefore, she has frown truculent 
and will not budge (from her waywardness).” 
Poet Syam continues Dooti’s words: “Look at the wit of this cowherdess. She is not afraid of 
Syam’s anger, : 
God bless me ! What shall I say to him? He always utters, ‘Bring her hither, bring her hither,?”’ 
(Bali Jaoon literally means—I would fain sacrifice my ownself for him; but in this context the 
expression has been simply thrown in as an exclamation to show a feeling of surprise), 
(Soliloquy) K. A., (722) 

“O, friend! if Syam courts another’s love then alone could this cowherdess realise her blunder, 

O friend, unless he resorts to this expedient, she would not listen to what he Says. 

if he forgets her and obliterates her from his mind, then alone can she realise the consequences of 
truculence. 

At long last when she is abashed and is extremely distressed, then and not until then is there any 
possibility of her coming round.’’ (Soliloquy. Stimulation of jealousy) K, 4. » (723,) 


Hearing this the daughter of Brikhbhan made the following reply to the cowherdess : 


‘Hari has given his heart to Chandrabhaga and for this reason I have adopted this attitude of 
reserve, 


© friend ! when my exasperation had come to the breaking point, then it was that | got offended,” 
‘Hari has cast his love to the winds even without hearing these words of thine.”? 


(Disclosure of secrets) K. A, (724.) 
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Poet syam says, “Having addressed these words to the cowherdess, she again spoke — 
“Hie thee hence, cowherdess ! why sittest thou here ? | have gone to the farthest limit in tolerating 
what thou hast uttered.” 


(Then the cowherdess replies) “l have spoken everything to the utmost limit in thine interest but it 
has found no tender corner in thine heart, my friend.” 

(Radha replies) ‘Hari and 1 are both utterly estranged. Therefore, O friend, | have resolved not to 
go." K. A., (725) 


Poet says, ‘On hearing this she made a reply that would go in favour of Hari. : 

1 have come to her because Krisan sent me and | have spared no pains to persuade her,”” 

(So thinking, she risked a new approach). She said, ‘Listen, O friend. It occurs to me that Syam is 
the ruddy goose (Chakor bird). 

And thou art the moon-faced one. ‘He would gaze and gaze on thy face and shall become thine 
in the very act of gazing.’ (Exaggeration) K.A., (726) 


“What, O cowherdess, if he goes on gazing ? | have said, ‘I will not go to him’. 
Why should | bear the reproaches of the world ? 1 have myjown dignity to stand upon and it is 
enough for me to keep me self-contented. 
Syam has fallen in love with another woman. What glory am | to attain by repairing to him ? 
Therefore, away with thee, dear friend, | will not show my face to Hari as long as life lasts,’ 
K. A., (727) 


Then Main Prabha returns to Krisan and speaks to him 


When she had heard these words, she rose to go and came to the darling of Nand, 
Having come she spoke to Hari in words like these : ‘‘O Hari, 1 strove to persuade her but the 
silly fellow would not be persuaded, 


Either desert her altogether and lavish your love on these cowherdesses or go yourself and bring 
her home with your own persuasive skill.” 
Says poet Syam “When Hari heard what the cowherdess had said, he hurriedly set out himself.” 
K. A,, (728) 


Then Hari instead of sending any other cowherdess himself came all the way to Radha. 

Secing his appearance the daughter of Brikhbhan was delighted in her heart. 

Inwardly she was intensely delighted, outwardly she spoke words sullen in incignation. 

“Sport with Chandrabhaga, why have you come hither after having quitted all sense of shame ? 
K.A., (729) 


Radha speaks to Krisan 


“Leaving Chandrabhaga in the raas, why have you come to me ? 
Friend, either he has been instructed by the cowherdesses or has hurried hither of his own accord, 
I knew that he is a great juggler. I have found him so by these dealings. 
Tell me why you have come to me. I never sent for you.” K. A., (730) 


Krisan speaks to Radha. 


He made his reply thus : “Certainly not, O cowherdess, thou hast not sent for me, 


Thou hast inflicted deep wounds with the darts of thy eyes. Therefore, the deer in my heart has 
run hither. 
My limbs are burning with the flames of separation. They could not be rescued from those flames. 


I have not come, dear one, on an express call from thee. I have simply come to foment the burnt 
spots.” (Hunting experience, Psychological treatment or psycho-analysis). K. A,, (731) 
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plight. 
You have developed love for another woman, So saying she heaved a sigh and filled her eyes with 
tears.” (Taunt) Ki A. , (732. 


Krisan speaks 


“I fave intense love for thee. I do not love another cowherdess, 

While thou art nearby, 1 Jook on thee, when thou art not here, 1 see thy image,”’ 

So saying Krisan gripped the arms of Radha saying “Come away, be happy with me in the 
woods,”’ 

Radha was startled (made involuntary movement due to some surprise), and swore thrice by 
her own life. 

Krisan would not have her swear so and said ‘Not by thy life, not by thy life.” K. A, , (733) 

So saying he who is the ‘enjoyer of the three spheres, seized her arms. 

He, whose waist is like the waist of a lion, whose face would eclipse a myriad moons with its 
radiance; 

He spoke, he who stole the hearts of all the cowherdesses, “Come away with me.” 

Then Radha entreated him cot to behave so, saying that she knew well what. the darling of her 
heart had in his mind. K. A. , (734) 


‘Why do you shower reproaches, O friend, I have immense love for thee, 

In vain hast thou harboured a wrong notion in thy mind, I have no place for Chandrabhaga in 
my heart. 

Therefore, rise, give up your truculence. Let us enjoy on the banks of the Jamna.” 

Radha would not give up her truculence. Therefore, distressed with pangs of separation the fo r 
lorn Krisan made repeated calls. K. A., (735) 


He said again , ‘‘Shed your truculence now, O friend. Let us both 20 deep into the woods. 

In vain, dost thou cherish feelings of indignation in thy heart, I have no place for any other 
woman in my heart, 

Therefore, listen, cheerfully, O dear one, let us fling all unhappy thoughts into the dark 
waters of the Jamna, 

There is no bliss higher than the one that we should both combine to avert the hauteur of Cupid.’ 

K. A. , (736) 

Krisan spoke to the daughter of Brikhbhan in deep distress on account of his love-lorn 
condition. 

Therefore, she got reconciled to him and shed all her truculence from her mind, 

Then catching her by the arms, Syam said, ‘‘Let us now indulge in friendly sports.” 

More frankly, he spoke to Radha again, ‘‘O my darling! Let me have the bliss of thy conjugal’ 
$portiveness,”” K. A., (737) 

Radha speaks to Krisan. 


Hearing these words, the daughter of Brikhbhan made her reply to the darling of Nand : 
“Sport with her, O Hari, on whom you have lavished your love so profusely. 
Why do you seize my arms ? Why do you oppress me ?” 


THE POETRY OF THE DASAM GRANTH 
Radha speaks to Krisen 
Poet Syam says : “‘Radha replied thus, ‘O Hari! I have always sported with you and felt the bliss 
thereof. 
I bore the derision of people. I recognised thy form and thereafter did not care to know any- 
body else. 
I drained my heart to you to the utmost drop but you have deserted me and brought me to this 
So saying she filled her eyes and heaved a sigh-of distress, K, A,, (738) 
« 
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“Sport with the cowherdesses on whom your heart is set,"’ 
Spoke the daughter of Brikhbhan, sighing and filling her eyes with tears. 
“T will not accompany you even if you seize a weapon and stab me therewith. 
I am telling you the truth, O best of Jadus, leave me here and take your way home,” 
K. A., (739) 


Krisan speaks to Radha 
‘Rise and come away with me, O friend, do not harbour any sullen indignation in your mind. 
I have come with an open mind, giving up all doubts, Therefore, thou shouldst understand the 
ways of love, 
I have heard this spoken about love, O friend, that if one’s friend would sell one in love, one should 
be ready for the sale. 
Therefore, J entreat you, O friend, do what I wish you to do”. 
(Philosophy of love. Himself a solicitor). K, A., (740) 


Radha speaks 
Hearing the words of Hari, she replied to him thus: 
“When did you have any love for me, O Hari ?”’ while so saying her eyes were filled with tears. 
“You had given your love to Chandrabhaga, therefore, am I extremely exasperated,” 
Poet Syam says, so saying she heaved a sigh and then said ‘‘You are extremely deceitful.”’ 
(Physical realisation of emotion) K. A,, (741) 
Full of anger as she was, the daughter of Brikhbhan opened ber beautiful lips and spoke, 
“There was no love between you and myself. What was there that could lead me thither ?” 
Then Hari said, “I have my love for thee.”’ She replied indignantly, ‘When did you show me the 
same ?”” 

Then Hari said, ‘Hear me, dear one! I sported with thee in the woods.”’ 

Krisan speaks to Radha. (Disregard). K. A., (742) 


‘Tam bewitched, O friend, by thy gait. Thy eyes have infatuated me. 

The sight of thy curls has fascinated me. Iam bound to this sport so much so that I cannot 
leave for home. 

I am captivated by thy limbs. Hence love has increased in my heart. 

The very sight of thy face has infatuated me even as the Chakor birds are infatuated by the sight 
of the moon. K. A., (743) 

“Therefore, give up thy truculence, O friend, rise forthwith and come away with me. 

I have profuse love for thee. Shed thy anger and speak thy mind. 

It is the petty who talk in this vein. It does not behove thez, O dear one | 

Therefore heed my request and come away. There is nO use indulging in fruitless deeds.” 

(Exhortation, entreaty.) K. A., (744) 


(Maan Mochan: reconciliation) 


When Krisan importuned her to the extreme, the woman gave a little thought to it, 

She understood the love of Hari and shed off the broodings of her mind (against Hari). 

Then that princess among the beauties of the world, gave up her doubts and with words of love 
that befitted her dignity she gave her reply to Hari thus. 

(Denouement). K. A., (745) 

“You say ‘come away with us,’ I know you will deceive me with love. 

1 know you will take me with you to the raas sports as your beloved and you will get entangled 
with the cowherdesses. 

But I will not be defeated at your hands, You yourself will get defeated. 


You will serve your own end, I am sure, by taking me to those bowers which are all strange to me.” 
K. Ag. (746) 
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Poet Syam says: ‘The daughter of Brikhbhan who was excessively immersed in Hari’s love 

Said with a laugh ‘O Lord of Braj !" The lustre of her teeth showed itself to great advantage, 
That lustre has suggested to the poet an exquisite simile and he has described it thus 

‘A flash of lightning has spread itself over a dark cloud.” (the lustre of the teeth is the lightning ; 


Brij Nath is the dark cloud), He had gone to beguile her. But the beguiler himself was beguiled.”” 
K. A,, (747) 


Poet Syam says: ‘The daughter of Brikhbhan was immersed in the love of Hari through and 
through, 
When she had conceded all that Krisan said, her heart overflowed with raptures. 
She fulfilled the desire of Hari which he had expressed thus: “We shall sport in the Sylvan 
bowers together,”’ 
And thus laughing she uttered fair words with all her doubts fully resolved, 
(Feeling of oneness) K. A, (748) 


(Self-abandonment) 

Both smiled and were drawn to each other while they talked and all their ecstasies and indulgence 
waxed, 

Krisan embraced the damsel with a smile and hugged her hard to his bosom on account of his 
consuming love (Cupid), 

The tags snapped and bodice burst, rubbies scattered around as they fell from the necklace 

As if glowing coals of the fire of separation have come out from the heart of the woman by her 
union with her lover. K. A. (749) 


Poet Syam says, ‘‘Hari took Radhika with him to the woods. His heart rejoiced, 
They sported in the Sylvan bowers and had all their sorrows obliterated from their minds, 
The same story has been either sungin mind or recited on earth by Suka and others. 
He who hears it, is enraptured, Its glory has covered the whole world,”’ 
(Mahatmya) K. A. (750) 


Krishna speaks to Radha 


Hari spoke to Radha: “Swim thou in the Jamna, JI shall catch thee. 
We shall sport in the water to our heart's content. Listen to all the secrets of love I shall tell the 
Wherever the Braj women see us they are tempted in their minds and are eager to watch us. 
There, these cowherdesses shall not reach. Thou and I shall enjoy ourselves there to our hearts 
content.” K. A,, (761) 
When the daughter of Brikhbhan heard from the mouth of Hari his wish to enter the waters, 
She extolled the Lord of Braj to the skies and jumped into the river with a rush, 
Syam followed close on her heels and a simile like the one following suggested itself to the: 
poet’s mind, 
The whole thing looked as if Syam the hawk had swooped on the Braj damsel, the goose. 
K, A., (752.) 
The Lord of Braj penetrated the waters of the Jamuna and caught hold of the same Braj woman, 
Hari’s whole frame was thrilled when he met her and all his worries flowed like water, 
Poets have recounted the joys that waxed in the minds of these lovers, 
All who saw were gratified and even the Jamuna was gratified to see them, 
K... A. 5 (763). 
Poet Syam says “Bari took her milk-maid from the waters and inaugurated the raas dance. 
The daughter of Brikhbhan sang. She was extremely delighted at heart, 
The lord of Braj played a strain on the sarangi in the midst of the cowherdesses, 
Hearing it the deer came running and the cowherdesses were delighted. 
(Hunting). K. A., (754) 
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This story has been rendered in the year 1745 Bikrami. 


Whatever lapses there be in it, let the good poets correct them all. K.A., (755 


Hear me, O Lord of the world, I beseech thee with folded hands. 


Let my head always rest on thy feet like a slave. K. A., (756) 


So ends the chapter, entitled the Raas Mandal Barnanam, in the Krisanavtar of the Bachitra Natak 


Granth in the Tenth Book of Puran called the Dasam Sikandh. Amien ! 


How beautifully the poet has through dialogues delineated the stiff attitude of a woman 
whose sense of pride is wounded when she finds her lover sporting with another woman ! 
How tactfully all the expedients (st) of conciliatory means (a4), bribery (<1), 
dissensions (42), punishment or open attacks (&¢), humility (sfs), trick, deceipt, 
neglect (gtT) etc., have been employed by the female messenger, the confidante, to persuade 
Radhika to go to Krishna! But all her persuasions, requests, entreaties, exhortations, 
praises, eulogies, compassion, sympathies, sermons, creation of the sense of jealousy, 
stimulations of cowifely jealousy, threats, disregard, admonitions, insults, censures, 
humility and neglects have no effect on the love-intoxicated Radhika who possesses a keen 
sense of her wounded pride unless a psychological treatment is given to her by Krishna, the 
darling of her heart, himself and who frankly declares in her face that he had no place for 
any other woman in his heart and requests her to fling all the unhappy thoughts into the 


waters of the Jamuna. 

The motive for the action of the Maan Lila has been laid in the beginning in order 
that the reader may enjoy to the full extent the pleasure of the surprise, and perceive that 
it corresponds exactly to the constitution of the character. The love sports are practically 
suspended while thoughts, feelings, and motives are brought to the fore-front. 


Here is an English translation of the spirited dialogue between Ram and Paras Ram 


in the Ramavtar :— 
With the quiver tied to his waist, bow in hand, the twice-born Ram (Paras Ram) said in 


anger, 


“Snapping 
you are. 


the bow of Saanker at the house of Janak, you are carrying away Sita, Tell me who 


Your life cannot be spared unless you tell the truth, Let not your throat feel the edge of my axe. 
Give up the fight and go home, O Rama! If you stay on a moment longer, you will surely fallin 


ial R. A., (147) 


“I know, no resolute warriors shall stand in their places at my sight. Will they, whose 
aught blades of grass between their teeth, will they (I say) give fight today ? 


stand here like a pillar of war, will they take up arms 


sires C 
When martial drums are sounded and [| 
and display their ardour ? 
Tell me, O Ram, where shall they find a place to hi 


nether regions,” 


de themselves on earth, in the sky and in the 
R, A., (148) 
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The Poet says 


While he thus heard the words of his enemies, the mighty Raghubir decided to show his valour. 
Mountains sank right up to the shore of the seven seas ; both the earth and the sky trembled. 
Yakshas and serpents of all the quarters, gods and demons both shook in their shoes. . 
Taking up the bow in his hand Shri Raghunath spoke angrily “Tell me at whose head shall I aim | 
my arrow ? R. A, (149) 
Paras Ram says to Ram 


“Enough of whatever you have said. If you utter a word more, you shall not find yourself alive, 
Whatever arms you have taken up are enough. If you take up more, you shall not have strength 
to wield them. 


When Paras Ram is infuriated in fight, tell m2, O Ram! where shall you find refuge to save your , 
life. 


You have snapped the bow of Shiv and are carrying away Sita but mind, you shall pot be 
allowed to go home.”’ R, A,, (150) 

Ram says to Paras Ram 

“Let there be no more words, O Brahmin. Whatever thou hast said is enough. If thou utterest 

one word more, thou shalt have to pay for it thy life, 


Why dost thou, O wicked one ! speak so haughtily 
all thy teeth have been smashed. 


Thatjthou art courageous, 
Critical moment, 


? Thou shalt be spared to go home only when j 


I shall know only when thou canst discharge a single arrow at the 
Think before thou speakest, Thou shalt forthwith face the consequences of all that thou Sayest, , 
R, A,, (151) 
Paras Ram speaks 

“Tf you really claim to be the incarnation of Rama, I shall be convinced of the truth, O Lord,. 
only when you display your power before me €ven as you did in br>aking the bow of Shiv, 

And appear before me with the Sudarshan disc, the club, and the sarang, bow in hand and the- 
mark of Bhrigu’s foot on your bosom (i, €. you appear before me in your fourarmed form), / 

O mighty one ! unstring this bow of mine and then string it again,” R, A., (152) 

The Poet says 


took up the bow in his hands with a smile. 
wing it instantaneously broke it into half a dozen fragments, 
S Ram’s) power of soaring into the sky and the whole fuss hung 


Shri Raghubir, the best of heroes, 

He strang it in a trice and then dra 

He all atonce neutralised his (Para 
in the air. 


It all proved infructuous like the juggler’s bag and it looked as if a detached sword were 


atonce 
caught up in the snares of this phenomenal world. R. A,, (153) : 
; , ‘ : 
In this dialogue social etiquette and decent deportment have been fully preserved, 
The gradual unfolding of the characters in the dialogue is also psychological. Proverbs, 


idioms and irony combined with simple speech have made it all the more impressive, 


The dialogue between Ravan and Angad, the two great heroes, well 


: versed in politics 
and skill-in-affairs, acquaints us with their self-confidence. 


One is Maha Pratapi, the king 
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of Lanka and very proud of himself whom even the gods like to serve; and the other, the son 
of Bali, whose foot once pitched on earth could not be moved even by the best of the heroes 
of Ravan. Both keep themselves within the bounds of etiquette and converse in a 
natural manner in keeping with their social status. Both cast aspersions on each other 
and reveal the inferiority of the adversary and their own greatness according to the situation. 


In the language of the dialogues of the Chaubis Avtar, too, there is no slackening. In 
a conyersation running into one and the same stanza one can easily apprehend who 
addresses whom, even in the absence of the names of the speakers. 


The poet takes pains to indicate the main traits of human life in his principal 
characters—the traits on which the story hinges—as clearly as possible. The characters 
behave like ordinary human beings. 

In the Chaubis Avtar the dialogues have proved to be of immense value in the exhibi- 
tion of passion, motives, feelings of the reaction of the speakers to the events in which they 
are taking part ; and of their influence upon one another. In the expert hands of the Guru, 
in a characteristically dramatic way, dialogues are made to perform the work of analysis 
and commentary. Further, all this has been done very naturally, appropriately and 
effectively. 


7. Rasas. Almost the whole of the composition of the Chaubis Avtar is imbued 
with martial spirit. Our author possessed a poetical mind and his description of the heroic 
deeds of the mythological heroes and others, and the various fighters, lays before the reader 
vivid pictures of the fields of battle in ages gone-by. While Jayasi and other poets indulge in 
elaborate descriptions of preparations for battles rather than the battles themselves, 
Guru Gobind Singh has a preferencein depicting the actual battle. The tumult and the 
hideousness of the battle-fields are depicted with great skill’. 


The metres employed by him are appropriate to the dominating moods and 


. g March to the battle-field : 
qiisét seaa Weal zwedt 2 & Fa Bana | 
alsa] BT YR Bl anredt asl at Bara |! 


The next part of the stanza and the rest of the stanzas of the 
description of the war are devoted to the actual operation. 


vae7t dla fate femal anedt afe af erste | 
airsdt Wat eel «otTSel ama oat OARS I 
dared? ag we wa aa wmsdl eee wow age 1 
ssedt Gye Fm At sirsdl Bs WW FF FRE | R.A, 04 
For more references see Matsya A., (41-52) ; Nar—Narayan A., (17-18); Berah A., (5-14); Paras Ram A, 


(12-13, 14-30); Rudra A., (15-32) Gaur Badh (22-25) ; Jallendhar A; (15-20) ; Surya A., (10-18, 19-26); R. A., 
(373, 390-393, 394-397, 405-411, 419-425, 441-443, 473, 501, 502, 527-587, 596-622) N. Ai, (189-213, 332) : ete, 
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situations. Shorter metres are availed of to show the brisk speed, the fierceness of the 
action and the enthusiasm of the warriors’. 


Conjunct letters, cerebrals, conjuncts with t, archaic words, all expressive of rugged 
style (Oja Gun) are profusely used to lend vigour and force to the descriptions’. 


Martial music is abundant in his descriptions of battle-scenes. Speed is shown by 
the beat of drum. Words resound the beating of drums. Sounds of actual fighting are 
reproduced by the playing of Mridang and other musical instruments, The use of 
alliteration and Onomatopoeia helps a long way to reproduce the actual action. There is 
a Close correspondence between meaning and music’. 


The poet very often coins new words to give them pictorial, musical, and suggestive 
values. He does not hesitate to alter a word or adopt an incorrect pronunciation, to use 
archaic words and words of another language, The choice of words is also governed by 
sound and speed, The diction is studied but easy and smooth*. 


— 


1. Tale 7 frarz 7 ams | zene Il RLA., (737) 
zara l faze T ATT | fare I] RLA., (741) 
gat ol ae at 1 gz sit le aT BA, (708) 
421% Be Il Bele siz il SSRIS Ml | ASH ANS Il B.a,, (400) 


For mere ‘references see Rudra A., Caurbech ;: (81-33. 3f-38); R.A. (426 454,460, 491-498, 501-509, 


521-526, 530, 737-742, 799-805) ; N, A. (219-228,941-255), eto. 


2, 2F% S45 mE era EE aqze Il 
S75 thi at aa Sth He 2h qeaa Il R.A, (499) 
aa ads wae fade aft de de aet fal il N.A., 1569) 
a Tu os dit yo gs mist fe OTN Ul Na, eg) 
For more references see Rudra A, Gaurbadh., (41). Surya A., (12-18, 23-24) ; R. A., (118-127, 225-233, 
408-322, 405-411, 420, 422-425, 428-435, 446-453, 467, 499-550 798-805, ete. 


* ea uo sf dt 1 get aa Wo ome Be ON RA, Gon 
acd asi} ol) SH OTIS oO ase Gee Ol RS HAA Ul RA, oa) 
Batam At 1 fafa FE 1 emmy lat ll AMT sare Ba, (53a) 
TATA | Feqzqe | eeeaa | Sst Gara Ul Ra, 41) 
ada ast oat ome now At | AM OTRO a, toa) 


For more references ceo R, A., }(118-127, 460-465, 484-400, 491-498, 501-509, 521.526, 541-550, 552, 561, 624-02 
806-809); N. A., (189-218, 361-376, 410-419, 441-450). 


4, seta st oefafl seem uo ast FC OFT BETS I 
aree1 gt arate Peart | MITseT YA era TAT sON aR.A,, (490) 
anTgal ait ae aragdt wad aarafé | 
mmget RR fe aft med? = gee «= feral 
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The imagery is vivid, striking, impressive, bright and distinct. The comparisons 
by which the pictorial effect is produced, are appropriate and suitable. With one sweep of 
his mighty imagination, the poet brings together various elements of awe and beauty and 
erandeur. It is the warrior who is describing the scenes. While reading the descriptions, 
the reader beholds with the mind’s eye the same or similar sights or pictures’. 


Although Vir Rasa with its allied Raudra and Bhayanak Rasas predominates in all 
ihe twenty-four manifestations of Vishnu, Krisanavtar has, in addition, Shringar, Vatsalya 
and Adbhut Rasas. The reason for this deviation is apparent, Krishna is worshipped not 
only as a paragon of virtues but also as an image of joy. The attitude of devotees towards 
him js not that of reverence as in the case of other Avtars but one of love and joy which 
found full expression in Shringar, Vatsalya and Adbhut Rasas, thus making it exquisitely 
devotional and lyrical, sweet and sincere. Shringar Rasa is depicted elaborately in all its 


forms and at its highest and best?. 


A particular example of the treatment of Shringar Ras is found in the description of 


the episode Cheer Haran, 'The gopis remonstrate Krishna when he has run away with their 
clothes, that love isa spontaneous phenomenon which is offered freely without coercion 


att Oat ge TSG TEA afe femfe il 
ao amet aie fre aT alga aa fanét i Ra. on) 


qingenat oo sst@at | tO Ieee AL TEE gel 
aria at SITS GO BNTEET BY UWASeTT RA | WA, (962) 
Rafts dic ul fasits att y feshe cit u frei alt Ut a,c 


For more references see R, A., (390-397, 422-425, 446-453, 467-470, 548-540, 641-550, 56!}.564, 575-587 


XN, A., (241-25, 331-360, 111-419, 441-450), ete. 


ata) aa day 2 AH ATTA FT ala F 4A F aa set ll 

wa aa aay cal at at cata Tae SIS etl 

adt ait aa faa Gal al aaa a Fa % Aa ge il 

aa eqn ad wet arar a det oral sila at ale ge ilk, (1808) 
K.A., (1872, 1385, 1405, 1411, 1414, 1417, 1423, 1425, 1427, 1428, 1430, 1432, 1440, 1512, 1520, 1548, 1587, 1589, 
1697, 1608, 1664, 1748, 1749, 1750, 2269—2272), etc. 


> Poorvanurag Tae ( Attachment before seeing or meeting), K. A., (637) 


Raas Lila zpq-ayat oF Ras Mandal zyaqza (Circular Dance). 


(a) Prem Prasang YAW (Courtship, Love-talks). K.A., (663-673 or 669, 670, 671) 


(b) Maan Lila Wia-atat (fruculence) K.A., (693 ivi, 700, 


(c) Maan Mochan gyaq-atsa (Reconcilistion) K. A,, (737, 745, 
dedication) K, A., (749, 753) 
K,. A. The Baralmahas. 


702, 715 iii, 720) 
749 i & ii) 

(d) Samarpan qHqauT (Self-abandonment or self- 
Pravas virah gapafarz (Separation because of stay abroad) K.A., (793-817), 


(869—879, 914—925), 
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or compulsion. To this Lord Krishna’s reply is typical in that he says that real love consists 
in open exhibition and indulgence. 


He reaches supreme heights when he depicts the pangs of separation. When 
Krishna migrates to Mathura and settles down there in the happy enjoyment of the affections 
of his hump-backed mistress, the Gopikas almost run mad with grief. 


8. Metres. The poet has used more than 125 varieties of metres in this composition. 
He has remarkably managed them and has made them subservient to the passing moods or 
emotions and changing situations. The metres are short as well as long. The length of 
metres gets smaller or longer as the fury of battle increases or lessens. Shorter 
metres accord well with the brisk speed, fierceness of action and heavy destruction in war. 


The longer metres too are there to convey the fierceness of the action but not to the 
extent the smaller metres denote. 


The poet has used metres like Trirka®, Trinnin®, Trigata’, Ajba®, Akva’, Hoha’, 
€tc. to reproduce the sound of the actual action. There are metres which reproduce 
the sound of Mridang and various other instruments played in the course of operation, 
Thus most of the metres employed by him in describing war serve as suitable substitutes 
for the musical instruments, Many metres, which are intended to be sung to work up fury 
in the warriors to attack the enemy, are specially used in this composition. In them the | 
same rhyme is often continued throughout all the lines of the stanza. His lines move | 
with resounding feet and their music is full of echoes. 


Some novelties can also be traced in this part of the Granth particularly in the 
sphere of application of metres, for instance blank verse in Panjabi has been inserted by the 
Guru in narrating the victories of Rama and his reception of sages, brahmans, and kings in 
the court under the title “Ath Mata Milnam”. Guru Gobind Singh was the first to 
introduce blank verse into Panjabi in the Sirkhandi metre‘. In his devotional poetry, Guru 


1, Gopis: Oh Hari! L+veis begot not by force or violence. K. A., (262, 269), 
Love is quickened at first sight. K. A., (269). 
Krishna: Fancy is (as Shakespeare has said in the Merchant of Venice) bred in the eyes and fed by 
gazing. By sporting it is sealed into an entity. K. A,, (262) , 
Krishna says to Gopis : 
You do not know what love is, He that experiences it, knows it. 
He alone can taste the fruit of loye who is not only instinct with it but also would dare 


indulge 
in sports, K. A,, (297) 


1, Chachri Chhand R. A., (737—742) Anka Chhand R. A,, ( 706, 707, 743—750, 752--75T ) Apoorab Chhand 
R. A., { 267—276,, 301—307, 762-776) ‘Tilka Chhand, R. A., (798-805) | Bharthua Chhand, N. A., ( 189-213) ‘Trirka 
Chhand N, A,, ( 410—419 ), 


2. N. A., ( 410—419 ) 3. R. A,, ( 533-540) 4, R.A, ( 541—550 ) 
5, R. A,, ( 501—509, 521—526, 758—761 ) 6, N.A,, ( 219—224 ) 
7. R. A., (401-498, 627—532 ) 8. R, A,, (467—470 ), N, A., (179—181 ) 
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devotional poets, used devotional metres like 


Haribolmana'’, Madhur Dhun®, Kalas*, Tribhangi*, etc., and in addition has extended their 


application to the heroic poetry, and with equal success. 
Kabbitta, Swaiya and Doha were the most popular metres with the poets of the 


» N.A,, ( 331—360) 2, 


1 
4 TR. A., ( 589, 591, 598. 535, 597, 599, 601, 603, 603 ). 
Metres in the Chaubis Avtar 


1, 


14. 


Metre 
Chauapai 


Totak 


Padhari 


Niraj (Naraj) 


Ruamal 
Rasawal 


Bhujang Prayat 


Sangit Bhujang 
Prayat 

Anant Tuka 

Bhujang Prayat 

Sundari 

Madbur Dhun 

Chatpat Chheega 
Adkrit 


Swaiya 
Sweiya Anant 


Tuka 
Chabol Swaiysa 
Kabitta 


Number in each Avtar Total 
Intro—38, Machh A —2, Kachh 
A.—2 Mohini A.—1; Narsingh 
A.~5; Bawan A-6,Paras Ram A—5; 
Brahma A.-6; Rudra A.—3; Gaur 
Badh Kathnam-31; Jallandhar 
A.—17 ; Bisan A —4; Sheshshayi 
A,—4; Arhant Dev A117; Manu 
Raja A.—7, Dhanantar A.—4; 
Suraj A—3, Chand A.—4; Rama 
A.—45; K, A.—172, Nar A.—7, 
Baudh A.—2, N. A.—20. 414 
Kachh A, Bamudra Chhir 
Manuthan—10, WNarsingh A.—16, 
Rudra A.—16, Gaur Badh Kath- 
nam A.—3: Jallandbar <A.—6, 
Suraj <A.—2, Ram A.—2i, 
i, A.—10, N. A.—11. 10] 
Narsingh A,—7, Rudra A.—2, 
Ram A.—30, N, A.—¢. G2 
Bawan A.—4, Paras Ram A.—2, 
Rudra A.—2, Gaur Badh Kath- 
nam-7, Suraj A—4,R. A.—8, 
N. A.—6. - 33 
Rudra A.—4, R. A.—22 26 
Machh A.—3, Paras Ram A.— 13, 
Rudra A.—10, R. A.-100, N. A.-35, 179 
Machh A.—4, Kachh A.—1, Mohini 
A.—3. Bairah A,—1l, Narsingh 
A.—1, Bawan A.—1, Paras Ram 
A.—2,Jallandbar A.—3, R, A.—72, 


K. A.—12, N, A.—17 117 
R. A.—13, N. A.—24-. 37 
R. A.—8 8 
R, A.—18 18 
Suraj A.—7, R. A.—I1 18 
R. A.—8 

R.A.—26, K.A.—1782, N. A~—28. 1836 
R, A.-l, l 
RK, A.—l, l 
R.A—l1, K. A.—i8. bu 


YF 


18. 
19. 
. Nag Sarupi 

. Nag Sarapi Adha 
. Ugadh 


25, 
26. 
27. 


Metre 
Dodhak 


Samanku 


Seraswati 


Ugatha 
Dohra 


Sortbha 
Manohar 
Bijai 


28, Apurab 


29. 
30. 


31 


Kusum Bachitra 


Chi and 
. Jboola Chhand 


32, Jhoolna Chhand 


33 
34 
35 
36 


. Anoop Naraj Chhand 


. Sukhdea Chhand 

. Tarka Chhand 

. Geeta Malti 
Chhand 


. Chhappai Chhand 
, Sangit Chhappai 


Cbhhand 


. Utangan Chhand 
. Biraj Chhand 

. Mohini Chhand 
Nav Namak Chhand 
. Tilkerya Chhand 
. Sirkhandi Chhand 
. Sangit Padhisatka 


Chhand 
Hoha Chhand 
_ Ajba Chhand 
. Trinnin Chhand 


Kanth Aubhukhan 


R. A., (128—138 }, Suraj A.,(12—18) 3. RB, A,, (588,590, 592, 594, 596, 598, 600, 602, 604) 


Number in each Avtar Total 
Narsingh A—3, Chand A—4, 


R. A.—10 17 
R, A.-8 8 
R, A.—8 8 
R. A—4, N. A.—6 le 
R. A.—. 5 
R, A.—13. 13 
R A=? $ 


Kachh A.—1l, Mohini A.—2, 
Narsingh A,—1. Bawan A—2, 
Brahma A.—1l, Rudra A.—2, 
Jallandhar A.—2, Bisen A.—I, 
Sheshshayi A.—3, Arhant Dev 
A—3. Manu Raj A.—1 Dhanan- 
tar A.—2, Suraj A.-2, R.A.—31, 
K. A.—392, Baudh A—l1, 
N. A.—7, 
R, A.--3, K. A.—37, N. A—4. 
R. A.—23. 
R. A.—1. 
R, A,—26. 
R. A.—8. 


oe BER 


R. A.—8. 
R. A.—4. 

R.A: 3) Ke As, 
R. A.—29; N. A.—s. 34 
BR, A.—8; 

RR: A;—6i 3 


a * © 


R. A.—8, N. A.—8. 16 
R, A.—10,*Is,'A.— 5, N. A.—4, 19 


RK, A.—8: 8 
R, A—10. 16 
R. A.—4, 4 
B.. 40-8 8 
K A-—6: 6 
8A — 6 
RA —*4 Ne A—F, 7 
R. A.—8 8 
R. A.—l4. 14 
R. A.—1d. 19 
R, A.—8, 8 
Continued 
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Ritikal’. Kabitta was considered to be very appropriate both for love and heroic poetry’. 
Swaiyas were considered most suitable for love and pathetic poetry, though they were 


used here and there for heroic poetry as well. Guru Gobind Singh has composed his 


H.§.2.; 220. 


Number in each Avtar 


N. A,—4, 


N. 4.—2. 
N. A.—4. 


N.A,—4, 


1. H.S.1., 299. HL, 79. 2, 
Metres in the Chaubis Avtar 
Metre Number in each Avtar Total Metre 
49, Trigata Chhand KR. A—10; 10 87, Gaha Chhand 
50. Anad Chhand Ry A. 8. ? SF -Ohaenata 
§l, Bahra Chhand R. A.—2. Chhand 
ae. eae nies 4 89. Chaturpadi Chhand 
63, Ardh Naraj Chhand Suraj A.—4, R, A.—5. 9 90. Aila Chhand 
54. Tribbangi Chhand Machh A.—l, R. A.—9, 91. Bisekh Chhand 
N.A.—2, 12 92. Ghatta Chhend 
56, Kalas Chhand R. A.—9, 9 ef me Chhand 
56, Chaubola Chhand R. A.—2, 2 vt mare ae . 
57. Alka Chhand HA. — 6. . 06. Padmavati Chhand 
58. MakraChhand = R, A. 14. 14 oe Si A c 
$9. Mritgat Chhand RR. A.—3, : 98. Madhabhes: 
60. Anka Chhand R. A:—16, 16 : ere 
61. Chacbri Chhand) = R. A.—6, N. A—I9. = 99. Hari Gita Chhand 
62. Aruha Chhand Re A.—6 ° 100. Hari Chhand 
63, Akra Chhand R. A.—16. s 101, Padhisataka 
64, Bahora Chhand R. A.—4, Chhand 
65. Tilka Chhand RR. A—8. 102. Mahar Chhand 
66. Arupa Chhand = &. A.—4, ; 103. Trirka Chhand 
67, Bhujang Machh A.—6,Kachh A-4,Chheer Sa- 104. Samanka Chhand 
mundra Manthan—t1, Narayan A.-6, 105. Bharthua Chhand 
Mohini A.—2, Bairah A.—13, 106. Akva Chhand 
Narsingh A.—5, Bawan A.—?, 107. Kripankeit Chhand 
Paras Ram A.—183, Rudra A.—3. 50 108. Bhagouti Chhand 
68. Tomar Narsingh A.-2, Bawan A.~3, Chand 109. Bhawani Chhand 
A 1; KA, NA. 19, 26 110. Haribolmana 
69, Beli Bidram Narsiogh A.—2, Suraj A,—2. 4 Uhlan 
70, Arilla Rudra A.—2, Suraj A—2, K. A.-14. 18 111. Punkej Vatika 
71. Bridh Naraj Rudra A.—4. 4 Chhand 
72, Anbhav Sura) A,—l1. : 112. Chamar Chhand 
73. Bishan pad K, A.—5, Z 113. Nispalak Cahand 
74. Hanea Chhand - A.—4. : 11d: Aete 
75, Malti Chhand a) rl 
76. At MaltiChhand N. A—4, 4 a ee 
77. Bridhnaraj Kahat- i cee 
Be Riis oc Wade 4 116, Utbhuj Chbhand 
7 AbierObhand  —W..A,—~L 4 sag aris eer 
70. Kondizis relia i rg : ae Anke Chinn 
sila 2S Recent tae OS o 120. Tiloki Chhand 
81. Tarak Chhand = N. A.—24. * 121. Mohan Chiand 
82. Kumarlalit 122, Mathan Chhand 
Chhand N. A.—8. 8 123. Sukhdabrind 
83. Raman Chhand N. A.—4. 4 Chhand 
84. Somraji Chhand N, A.—4. ‘ 124, Ravanvad Chhand N. A.—2 
85. PriyaChhand N.A.—4. 4 125, Banturangam 
%9. Supriya Chhand N. A.—4. 4 Chhand 
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Krisanavtar containing both Shringar and heroic poetry, in 2492 quatrains and 
couplets containing among others 1782 Swaiyas, 58 Kabittas, 172 Chaupais and 392 Dohras, 
which shows that while he kept in view the tendency of the age also in the use of the prevai- 
ling metres, he differed from the tradition inasmuch asin the description of wars, he 
employed mostly the Swaiya metre which has a soft gliding movement appropriate for con- 
veying the silken smoothness of sensuous love poetry. Another peculiarity of the composi- 
tion of this part of the Granthis the poet’s introduction of a Swaiya*, a pure Hindi 
metre, in Persian, The Ramavtar and the Nih Kalanki Avtar afford other instances in which 
stanzas in Punjabi have been inserted in Sirkhandj metre introduced by the Guru for the first 
time in the Punjabi language’. 


9. Diction and Language. Words of other languages were commonly used in Braj 
poetry in the Riti period. No wonder, therefore, if words of different languages are found 
used in the Chaubis Avtar. They are used intheir proper context. They lend picture- 
squeness to the meaning, and music to the sound'. They provide alliteration to produce 
thyming effects. The poet does not hesitate to alter a word or its pronunciation to fit it 
into his metre or rhyme®. Sometimes he finds foreign words much more musical than those 
of Braj equivalents and he freely uses them’. 


The language of the Chaubis Avtar varies considerably from one part to another. 
The kind of language used for T'rotak and other short, quick and light metres in the descrip- 
tions of wars is frequently archaic and full of Prakrit and Apbhransha expressions. But 
elsewhere e. g.,in Krisanavtar, the language is absolutely different. There, it is conspi- 
cuously free from old forms of expression and is clearly recognisable as Braj. Between the 
two, there are numerous variations. There are pieces which are purely in Persian’, 
in Punjabi’, partly in Persian and Braj’, partly in Punjabi and Braj" and partly in Avadhi 
and Braj". 


10. Figures of Speech. The use of figures in the Chaubis Avtar is something more 
than an ornamental device. It is implied in the themes as well as in an approach to these 
themes. His use of alliterations always has a definite purpose’. He makes use of conventional 
similes and stereo-typed phrases alsobut at the same time he introduces fresh figures of 
speech. His imagery is seldom confused and the metaphors do not give an impression of 
strain. The poet has a peculiar knack of bringing contraries together, harmonising ideas 
and images that usually stand in contrast”. 


11. Poetical Forms. The poet, in the Chaubis Avtar, has tried his hand at the various 
forms of poetical compositions that were in vogue in his time and it may be rightly said 


_ el 


1, H.L., 91; K,A., (1029—105)). 2, K.A., (1917) 3. R. Ac, (467-470); N.A., (279-181. 


4. K. A., (387) 5. R.A, (118—24, 501-509, 541-550) ; N, A., (64-67) 

6. R. A., (Persian and Arabic : 655—668), (Avadhi: 859—864), K.A., (Punjabi ; 387) 

7. K. A., (1917) 8, KR. A,, (467—470), N. A., (179-181) 9 FR. A,, (655-668) 
10, K, A., (387) lI, R.A., (869-864) 
12. BR, A., (212-214), N, A., (541—550) 13 N.A., (528) 
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that whatever he touched was transformed into something noble. Most conspicuous of 
these forms are Stotra’, Acrostics* and Baramahas. 


12. Classical Mode of Presentation. The Chaubis Avtar is draped in the classical 
mode of presentation of his time. ‘Ath’ (then) comes at the commencement of each Aytar, 
excepting the first. Its appearing in the heading shows the beginning, while ‘/7i? towards the 
close, the end of each tale. 


‘Atl’ as the first word of any composition has throughout been considered asa sign 
of auspiciousness, and this goes well with the beginning of narrative poetry also. The intro- 
duction and other parts inthe Chaubis Avtar observe this convention. The opening line 
of the introduction begins with Ath and contains an indication of the subject-matter (Vastu 
Nirdesh). \We have a devotional invocation also in it. In many other parts of this 
composition, too, we meet with Vastu Nirdesh. Indian Sanskrit writers generally introduce 
their works with a salutation or benediction or Vastu Nirdesh. This introductory verse 
(Mangla Charan) was considered necessary for overcoming obstacles and for the safe 
completion of the work undertaken‘, 


Like his predecessors, the poet ends the major poems of this part of the Dasam Granth 
with a Mahatmya', i.e declaration of the advantages accruing from its recitation with a state- 
ment regarding the date, place of completion of the work, source of the story and expression 
of the sense of gratitude to God, through whose favour the poet thinks he has been able to 
complete the work’. 


13. The Place of the Chaubis Avtar in the Hindi Literature. The composition 
of the Chaubis Avtar is often classified as a Maha Kavya, on account of the 
narration of the marvellous deeds of mythological heroes, its considerable 
length, its division into cantos, naming of its cantos after their subject-matter, 
its varying and _ elaborate descriptions, etc. But a close examination of 
this work would ‘reveal that it is deficient in some essential attributes of a Maha Kavya. It 
has, no doubt, the bulk of a Maha Kavya but not the singleness of a plot embodying 
all the stages of development of main action (Karyavastha). It also lacks dramatic divisions 
(Sandhiyan) which are the essential factors of a Maha Kavya. 

In the Chaubis Avtar there are as many themes and plots as the number of Avtars. 
Each plot is complete in itself embodying in it the various stages of its development, Fach 
one is self-contained with its own beginning and end. [tis quite unlinked in any way 
with the episodes preceding or following it with the exception of inner connecting references 


1, K.A., (5-8, 240-249, 283--288, 421440) 2. K. A., (347—399, 441--478) 3. K.A., (867878, p1a—oo5) 
4, 5. E.D, 12 5. Lbid, 12 
6. arat qaleraravat aeq faze wa ar—S. D. 
in the beginning there should be either an invocation or benediction or indication of the abject-matter. 
%. Ramavtar: Mahatamya (859) Krisanaytar ; Mahatmya (2480) 
Date of completion (860) Date & Place (2490) 
Place of completion (861) Source (2491) 
Thanks-giving (862) Object (2491) 
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given towards the end of four of the tales. The narrative continuity in the cantos iS, 
therefore, absent. Thus, removal of an episode from the composition would not in any way 
cause a gap in the narrative. 

Another essential attribute of a Maha Kavya not followed in this composition is the 
use of a single metre in each canto. But it is evident from the number of metres (given 
in the table below) used by the poet that in each Avtar except in Narayan and Nar he has 
employed niore than one metre. He has gone so far as to employ 68 metres in the Ramaviar 
and 70 in the Nih Kalanki Aytar, In fact, in two of the 24 Avtars she has employed over 
120 metres. In thirteen of these episodes, however, there is a change of metre at the end, 
but the number of metres exceeds two except in six episodes. In any case, the observance of 
this rule in itself in the six cases cannot entitle them to the status of a Maha Kavya. Only 
in Narayan, Bawan, Paras Ram and Nih Kalanki Avtars, however, there is a reference to 
the next episode: 

Name of the Avtar Total No. of Varieties of | Whether ornot Verse No, indicating 


verses in metres in metre iS changed the subject of the 
each Avtar = each Avtar at the end tale following 
Introduction 38 1 No ey 
1. Macch 16 5 No sis 
2. Kachh 5 2 Me in 
Chheer 5. Manthan 14 4 Yes vax 
3. Nar- i a a, As 
4. Narayan 6 2 Yes 20 
5. Mohini 8 4 Yes 
6. Bairah 14 2 No 
7. Narsingh 42 i) No ee 
§. Bawan 27 b Yes 27 
9, Paras Ram 35 5 Yes 35 
10. Brahma 7 2 Yes 
11. Rudra (39-+50) 89 10 Ne 
12, Jallandhar 28 4 No 
13. Bisan 5 2 No 
14. Sheshshayi 7 2 Yes 
15. Arhant Dev 20 2 No ee 
16. Manu Raj 8 2 Yes 
17. Dhanantar 6 2 Yes 
18. Suraj 27 9 Yes 
19. Chand 15 3 No 
20. Ram 864 68 Yes 
21. Krisan 2492 12 Yes 
22. Nar (Arjun) 7 ] No ae 
23. Baudh 3 2 Yes a 
94, Nih Kalanki 588 70 No 587 
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According to the Dash Rupak! a canto in a Maha Kavya should have not less than 
thirty and not more than two hundred verses. Most of the Avtars in the Chaubis Avtar 
fail to fulfil this condition as is evident from the table given above. In the Ramatvar, 
the Krisanavtar, the Nih Kalanki Avtar the number of verses exceeds 200. On the other 
hand the Machh, Kachh, Nar-Naravan, Mohini, Bairah, Bawan, Paras Ram, Brahma, 
Jallandhar, Bishen, Sheshshayi, Arhant Dey, Manu, Dhanantar, Suraj, Chand, Nar 
(Arjun) and Baudh Avtar each contains less than 30 verses. 


Every tale,having a separate theme and plot, has also a separate hero who at times is 
not even the incarnation of Vishnu ; for instance, in Narsingh Avtar Prahlad can be aptly 
termed as a hero, for, he is the central figure of the narrative. It is he who suffers and it is 
for him that the incarnation appears towards the end in the form of Narsingh, only to end 
his sufferings at the hands of his father, Hiranyakashyap. 


These deviations from the essential attributes of a Maha Kavya lead us to the 
conclusion that the composition was not designed to have the architectural quality ofa 
Maha Kavya and it would be too far-fetched to classify it as such. It may best be regarded 
as a collection of narrative poems both long and short. 


7. Mespr Mir 


Towards the close of Kalivug, when people stopped worshipping Kal Purakh, He, 
having been annoyed, created a person, Mehdi Mir by name. Mehdi Mir destroyed Kalki 
because the latter had become too powerful and too haughty to distinguish between 
right and wrong. aliyug passed away and Satyayug began. But Mehdi Mir, the 
destroyer of Kalki and the supreme ruler of the world, became filled with 
overweening pride. He regarded himself as equal to God and as mighty as He js. 


To punish him Ka/ sent an insect which crept into his ear and gave him such an agonising 
pain that he died of it. 


The Mehdi Mir is a post-script to the Chaubis Avtar, the idea of which seems to 
have been suggested to the author by the writings of Shia sect of the Mohammedans?. 
This composition runs into eleven quatrains, All of them are in Tomar metres’. 


s BRAHMA AVTAR 


The Brahma Aytar begins with an introduction running into forty-one quatrains, 
thirty-nine in Tomar and two in Naraj. The first nineteen quatrains are devoted to the praise 


1. aay of Od Ofeeeeiea «arf 
aeara fara: weal ar ot AAT IN 
fect afr = eaaerae ETT 


2, M..K., Vol. 1¥, 2793 5-H. 8., 358 3, Tomar 1-}1 
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and importance of the remembrance of God’s name!. Guru Gobind Singh has reiterated 
his faith in the one-ness of God who is the Creator as well as the Destroyer of the universe, 
and by worshipping Whom only one can attain salvation. He has again emphasised that 
Ram, Krishna, Mohammed, etc., have all been His creations and even they, to be acceptable 
to God, must worship Him. In the twentieth quatrain’, the poet tells us that he had just 
finished the Chaubis Avtar of Vishnu and now he would relate the Up Avtar ( 34 4aaTz ), 


In the twenty-first quatrain’, the poet says that he is going to narrate the incarnations 
of Brahma in a beautiful verse, and also those of Rudra. Inthe remaining twenty-two 
quatrains the poet adds that in order to expiate for the sin of pride, Brahma was ordered 
by the Creator to assume seven incarnations and was further warned not to come in conflict 
with Vishnu who had excelled him in his devotion to Kal, 


(1) Balmik Avtar. 


Brahma was first born as Balmik. He suffered from dumbness in his childhood. 
His devotion to Ram, the incarnation of Vishnu, inspired him with immortal verse, 
which has ever been appreciated both by critics and grammarians. 


1. # 97 2 aa ami fa qa ge 2 wall 
fa ga qaa wali fa eats FT sza || BA» Intro, (3) 
fa uw go mei a @ a ale 
faa siftar faq ami fae aere SIT |) Bs Ay Intro. (4) 
> fa ca waeifa a ww wi 
fr we gat afeuat sa a st are | BA, Intro, (7) 
wars are ee RATT II 
fa eo HX a ate tae we tit alg BA. Intro, @) 


ee gn away 2a see Ft Tee Aa 
es ua fet wai fa aa st a age | BA Intro, (12) 
fq we me wala st at + art 
+ ma @ agaut awa 8 Bate i 3: A+ Intro, (15) 


faq aa wat a wea ll faa area wa a aa |I 


ba 


ee aia FF asa fra ate sit BATT || BA Intro, (14) 


Ba aa ata varia ea ae faa ti 
at aq @ ae akiaa ge S ag Bt |B Ay Intro., (15) 


2. nf aaa sauna & st faa ii 

sa wat ot sqsaa fa tT MIT |B A> Intros, (20 
3. a qt Aga BT ll Fel my BATT Il 

<I qt CAA | AT Bel arte faarz Il B. A,, Intro., (21) 
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(2) Kashyap Avtar 
Brahma assumed the form of Rishi Kashyap and expounded the Vedas. He- 


had four wives and begot from them all the gods and demons whose wars have been related 
in the Chaubis Avtar. 


(3) Sukra Avtar 

When the demons grew in power, they established their kingdoms and founded new 
dynasties. In order to reform them, Brahma was bornas Sukra who taught them 
religion and morality. 
, (4) Baches (Brihaspat) Avtar 

When, with the rise of demons in power, the gods were thrown into the back- 
ground, they adopted the path of piety in order to retrieve their lost position. Brahma 
took pity on them and came to dwell among them as Baches. With his spiritual 
strength, the gods regained their power and Indra had his triumph over the demons. 


(5) Vyas Avtar 
The fifth incarnation of Brahma was Vyas who was a contemporary of Krishna, 
He wrote an account of kingsof his age. Manu, one of the kings, was the most 
powerful, the noblest, and the wisest and also the greatest patron of art, culture and 
religion. He established peace and brought prosperity to his people. 


Another account given by Vyas relates to the story of King Prithu and 
Shakuntala which has been made immortal by the Sanskrit poet, Kalidas. 


Inthe account of King Sagar, there isa story of Ashvamedh Yagya per- 
formed by him and his sons who were burnt to ashes by the fury of a muni who 
was disturbed in his meditation. 

Besides the stories of Benu Raja, and Mandhata Raja, the poet has related the 
peaceful reign of Daleep of Delhi and the story of Raghu, the founder of Raghu dynasty. 
The Story of Aj Raja is an account of the swayambar? held by the king Subah to enable his 


—— 


I. aq 7a @q & YI sa ll feat osm ous ona 
a as us ada tallisa tadectt ana Fail Ai Reina (s) 
asia le TH BTN I Maa KR Fas alz II 
altar At atl a We ll Ta qo 25 BIA aayg || Ai Raja (9) 
Swayambar Sabha Warnan : 
zeit (sent «= aa ll facie «ogy Me oare oe I 
aay Wt WA F SIT II z 1% SeHR ta AEA || Ai Raja (10) 


aia = qt ll aia etl eat | TT I SAT gag I] Ai Raja (11) 
maa =o afta tl wea wa i fae sele i) gar at sila | Ai Raja iz) 
asta ia OSTA NN Galt AR TT ATIT NAY Raja (13) 
Ss Sta lads 9 a abn | AT AT] Raja (24) 


For more references see Aj Raja, ( 8, 9, 15—26, 28, 30—36 ) 
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daughter Indarmati to select her own match which she found in King Aj. 
is remarkable for its descriptive power, courtly splendour and 


and beauty. 


——————— ee 


Saraswati introduces the Rajas one by one to the princess Indarmati,: 
ai faa farssat Wloa@l ara faa fara BAK I 
(ae8 aife wae art aaile ll Sg awa aia sg ala ata II 
gf 0 eC aIeZA qt ll ge qaqa wq Fe aa ii 
aaa ST al at | wat ale faf arfast gan ul 


x x x x 
Saraswati has shown her all the Rajas who have assembled there but she accepta none: 


aia gt fagtsa Ghee aa aa faa ma fare i 
tfa fl we wer & far usigaitt fez wel fers 
aft aeat aad wedsa qofe ef Far aqrare l 
ge wl ga am ae aa usngait ft af ae il 
Meanwhile Aj Raja appears. His beauty, dress and army attraet one and all: 
az oar ota oe aR Og aATIN asl za ala 
silat HAT at GaHat (aK s se wm aff sta i 
qaqa Fa ae od Oe, Cf wg geata aaa 
aq 0 eae a Oat feat I 
Everyone is captivated by his beauty : 
aft & wa aay aer ze sia fer gin aaa 1 
qat ae faa anaats waa ST BBE 
asa ins fT Tg aq gf geil 
ta ow fea aa afa et sat aut ae 
His beauty is unparalleled : 
da aeq afast safe at za aa aay a mat faa i 
diz afi afa % ga al aia ez qt x & faa i 
an aet faufe & was faa faa fae ax a et 


117 


The story 


music, and dance 


Aj Raja (4!) 


Aj Raja (42) 


Aj Raja (71) 


Aj Raja (72) 


Aj Raja (73) 


Sa om afast sit at ex da aaa a ay fart | Al Roja 7) 
alfa 2 fee wa ada war dqaar aerfaa | 
aifaguia oafast aa aaa Sta ala sage aarfTsaT tl 
aaa aaa alas fae aaa aaaeq aaa | 
qq @q staa & faa uaa uf ast sta = arfaaty yy Ai Boia (78) 
aaa = fagaes afer fee aaa aqaaa Fares | 
dzq ae awa ava aa at aa & afarfast 
a 
BIAGSI ad oy dye = oag ona afar i 
aq gia Hoge fae aft usa umn get fae Sasi 1 Ai Raia (77) 
Continued— 


Digitized by Panjab Digital Library | www.panjabdigilib. org 


118 THE POETRY OF THE DASAM GRANTH 


(6) Khat Rishi Avtar 
| The sixth incarnation of Brahma was Khat Rishi. After completing the 
Puranas, Vyas became guilty of spiritual pride. God grew wrathful at his haugh- 
tiness and tore Vyas into six pieces each of which quickened into birth asa rishi, 


a 


Haz fs" seat ay ie fas afaat te ere I 
Tm aa fiaa ga aa da az afa om ase i 
qe aaa aut “Ve sq fa sm ada Rai 
mS we Fe KR Ree ta we fe ya as se) AiRaja (7 
It appears as if Indarmati was created only for Aj Raja : 
fe get few oa aaa ger 2 aq ge oat FI 
mt la amat oaa amaq # wal sat A FI 
wat AK | Beat Otto BO oiz oft FI] 
1 Oot tt oma 88 oaiaa dist ac ATH) Ai Raia (79) 
faq BI faut a aaa Ye att dia at af anti 
mat we amad ga fait gataa at aft anti 
sat sta fret tae eae waft wT 
Use at aa at aa at af az am wat at agar dy) Ai Roja (60) 


wa oat ose fea we dee & & wea =Rth 

aveadt a ah af aa fame a2 af ssa Aant i 

aime tfe afte far are sia ada at fa aft ant ui 

tft ae ae tae ogee OB gage AL Rein (a2) 
amt Fae fata we za = fe aad faditar & aara & gare & 1 
gafaa Gata 2 fe gear at aad fe ae fae fate AS Shar & 1 
Wait % Ha f fear tata Ff Qa gta ca AA dead 
ag fe aie 2 i mar ait de 2 g Ga Fa afy % ae aa = |) 


, f ' : ; Aj Raja (84) 
aa 4 Wart & far am 8 awiaale € Tz Il 


tH tet fat ae aff ome sar oat oaTa qa |i 
ait sal sts ae 8 6fawter a ates I 
ais qt oafaua aq faa aa at hice ala Fug |} Aj Raja (85) 


Tho princess immediately has to her hand a garland of flowers: 


alata ataufst |) afaaq watz as || 


aft Ue & aa am ll ge Ka aa Zae |I Aj Raja (86) 
And garlands Aj Raja : 


mie Fa a sda ise oat oan a4 I 


wa att Ft Was ll Se qq am qaq | Aj Raja (90) 
st am 86 dia_—s fee | ala a aa ara 
ma Tt OH aM ag Cage Gat Aj Raja (91) 


Aj Reja marries her and returns home with a large dowry : 


; | fie ene & sf ag wit @&. a aay 
fe asa ga ogee aM oi ame 1 Aj Raja (2) 
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Thus six shastras were composed by these six rishis, Vyas being the last of ance 
who revised and expounded all the six. 
(7) Kalidas Avtar 

The seventh incarnation of Brahma was Kalidas, The authors of the 
Vedas, Puranas and Shastras appeared in Kaliyug as Kalidas, Bikramajit patronised 
this genius who composed Raghuvansha and other master-pieces of the Sanskrit literature 
which still add lustre to the glory of Bikramajit. 

In the Brahma Avtar there are seven episodes which centre round seven heroes. While 
the heroes of the Vishnu Avtar are kings and warriors who are saviours with the sword, 
those of the Brahma are in the main scholars like Balmik and Vyas who are saviours with 
the pen. They lead/a peaceful life and excel in achievements of literary and creative type. 

The first twenty verses form an invocation to God. The stories of these avtars are 
told very briefly so much so that the episodes of Sukra and Baches Avtars have been dealt 
with only in two verses, Kashyap in three, Khat Rishi and Kalidas in four each and Balmik 
in six. At the end of every Avtar is written : /ti Sri Bachitra Natak Granthe Brahma Avtar... 
eeseeees.SQMapat. 

The poetry of the Brahma Avtar, according to the poet himself, is a beautiful 
verse. It is in easy Braj with no admixture of Persian and alien words. 
The dominating sentiment in this poetry is Shant (pacific) except in the episode of Aj in 
which the description of the incident of Swayambar is full of Shringar. As 
regards imagery it is conventional at places but relieved by fresh and original 


observations. The metres’ employed in this work are mostly those found in the Chaubis 


‘3 .- 


Metres in the Brahma Avtar 
Metre Serial No. Total Metre Serial No. Total 
Introduction Haribolmana 22. l 
Tomar Chhand I, 2, 3, 4, 6,6, 7, 8, 9, 10,11, 12, Prithu Raja. 
13, 14, 15, 16, 17, 18, 19, 20. 21, 22, ( Serial No is continued from the last Raja ) 
23, 24, 25, 26,27, 28, 29, 30,31. 32, Totak Chhand 23, 24. 2 
33, 34, 35, 36, 37, 38. 39. ay Haribolmana 25, 26, 27, 28. 29, 30, 31, 82, 33, 34, 
Naraj Chhand 40, 41. 2 45, 36, 37, 38, 39, 40, 41, 42, 43, 44, 
1. Balmiki Avtar Rual Chhand ce "4 — : 
Naraj Chhand Ly Far By Fe. Bye; é a Me 2 
2. Kashyap Avtar Bharat & Sagar Rajas 
( The serial No. is continued from the last Aytar). (Serial No, is continued ), 
Padheri Chhand na, 9; 3 Rual Chhand 61, 52, 53, 54, 55, 56, 57, 58, 59, 60, 
3. Sukra Avtar 61, 62, 63, 64, 65, 66, 67, 68, 69, 70, 
( New Serial Order) vB Vita bait fa 23 
Padbari Chhand 1, 2, 9 Madhubhar Chhand 74, 75, 76, 77, 78, 79, 80, 81, 82, 83, 
4, Baches (Bribaspat) Avtar 84, 85, 86, 87, 88, 89. 16. 
( The Serial No. is continued from the last Avtar ) Benu Raja 
Padhari 3, 4 2 ( Serial No. continued from the last ) 
5. Vyas Avtar Madhubhar Chhand 90, 91, 92, 93, 94, 95, 96, 97, 93, 99, 
{ Serial No, is continued from the last Avtar ) ; 100, 101, 12 
Moni Raia Sanjuta Chhand 102, 103, 104, 105, 106, 107, 6 
Padhari &, 6, 7,8, 9,10, 11, 12, 13, 14, Mandhata Raja 
15, 16, 17, 18, 19 15 i Serial No. is continued »s 
Sangeet Padhari 20, 21. 2 Dedhak Chhand 108, 109, 110, 121, 112: 3 
Continued 
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Avtar. There is nothing peculiar in the use of metre here. The tone of the metre, however, 
is quiet and the movement equable. 


The episodes of the seven incarnations of Brahma are narrated in twenty metrest 
viz.; (1) Tomar 70, (2) Naraj 8, (8) Padhari 40, (4) Sangit Padhari 2, (5) Haribolmana 25, 
(7) Rual 25, (8) Madhubhar 34, (9) Sanjuta 6, (10) Dodhak 5, (11) Astar 2, 


(6) Totak 3, 


(12) Medak 5, (13) Chaupai 56, (14) Ardha Padhari 5, 
(17) Bhujang Prayat 22, (18) Swaiya 13, (19) Dohra 1, (20) Kabitta 1. 


(15) Uchhal 9, (16) Mohani 11, 


Metres in the Brahma Avtar (Avtar--wise) 


Metre Serial No. Total 
Astar Chhand 113, 114. 3 
Medak Chhand 115, 116, 117, LIS, 119. 5 

Dalip Raja 
( Serial No. is continued ) 
Totak Chhand 120. 1 
Chaupai 121,122, 123, 124, 125, 126, 127, 128, 
129. 130 131, 132, 133, 134. 14 
Raghu Raja 
( Serial No. ia continued ) 
Chaupai 135, 136, 137, 138, 139, 140. 141, 142, 


Padhari Chhand 


Padhari Chhand 


143, 144, 145, 146, 147, 148, 149, 150, 
151, 142 153, 164, 155, 156, 157, 158, 
159, 160, 161, 162, 163, 164, 165, 166, 
167, 168, 169, 170, 171, 172, 173, 174, 
175, 176. : 49 
i 
Aj Raja 
( New Serial No. ) 
1, 2. 3, 4, 5, 6, 7, 8, 9, 10, 36, 37. 
38, 39, 40, 41, 42. 17 


Ardha Padhari Chhand 11, 12, 13, 14, 15. 5 


Metre 


l. Tomar 


2. Naraj 


3. Padhari Chhand 


4. Sangit Padhari 


5. Haribolmana 
6. Totak 
7. Rual 


8. Madhubhar 


Metre 


Uchhal Chhand 
Mohani Chhand 


Madhubhar Chhand 


Bhujang Prayat 
Chhanud 


Swaiya 


Dohra 
Kabitta 
Tomar Chhand 


Tomar Chhand 


Tomar Chhand, 


Serial No. Total 


16, 17, 18, 19, 20, 21. 22, 23, 24. 9 
95, 26, 27, 28, 29, 30, 31, 32, 33, 34, 
35, ll 
43, 44, 45, 46, 47, 48, & 
49, 50, 51, 52, 68, 54, 55, 56, 57. 58, 
59. 60, 61, 62, 63, 64, 65, 66, 67, 68, 
69, 70. 


22 
71, 72, 73, 74, 75, 76, 77,78, 79, 80. 


81, 82, 85. 13 
83. 1 
84. l 


86, $7, 88, 89, 90, 91, 92, 93, 94, 95. 
96, 97, 98, 99, 100, 101, 102, 103, 
104, 105, 106, 107, 108, 23. 
6. Khat Rishi Avtar 
( New Serial No, ) 
l, 2,.3. 4, 4 


7. Kalidas Avtar 


{ New Serial Order ), 
La os & 


Metres in the Brahma Avtar (Metre-wise) 


Number in each Avtar Total 
or Raja 
Intro. 39, Aj Raja 23, Khat 
Rishi—4, Kalidas—4, 70 
Intro—2, Ralmiki Avtar—6. 8 


Kashyap Avtar-3, Sukra Avtar 92. 
Baches Avtar-2, Manu Raja-15. 
Raghu Raja—l, Aj Raja—l7, 40 
Manu Raja—2, 2 
Manu Raja—l, Prithu Raja—24. 25 
Prithu Raja—2, Daleep Raja—1. 3 
Prithu Raja 2, Bharat & Sagar 
Rajas—23. 26 
Bharat & Sagar Rajas—16, Benu 
Raja—12, Aj Raja—6. 34 


Metre 


9. Sanjuta Chhand 


- Dodhak 
ll. Astar 


12, Medak Chhand 


13. Chau pai 


14. Ardha Padhari 


Chhand 
15, Uehhal 


16, Mohini Chhand 
17. Bhujang Prayat 


Chhand 
18. Swaiya 
19. Dohra 
20, Kabitta 


Number in each Avtar 
or Raja 


Total 


Benu Raja—6. 

Mandhata Raja—s. 
Mandhata Raja—2. 
Mandhata Raja—s, 
Daleep Raja 14, Raghu Raja—42 56 


nwa @ 


Aj Raja—s, Fy 
Aj Raja—9. > 
Aj Raja—ll. il 


Aj Raia—22. 22 
Aj Raja—13. 13 
Aj Raja—1, E 
Aj Raja—1, 1 
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9. RUDRA AVTAR 
(1) Datta (Dattatreya) Avtar 


When Rudra became extremely proud, Fate (Kal) addressed him thus: “Pride 
hath a fall. Brahma in his pride hada fall. So shalt thou; for verily, [am pride-killer. 
Now shalt thou go and be born as man.” 


Atri Muni, a scholar of the four Vedas and fourteen branches of learning, 
did long and hard penance, Rudra appeared before him and offered to grant him a boon 
in reward for his austerities. The Muni was filled with surprise and joy and asked him to 
bless him with a son like himself. “Be it so”, said Rudra and disappeared. 


Atri married a beautiful girl, Ansuya' by name, of whom Datta, the incarnation 
of Rudra, was born, He grewup to bea great scholar, yogi and sanyasi, with rare 
qualities of body and mind.* A voice from the heavens once advised Datta to adopt a guru, 
failing which he would not be able to achieve salvation, In obedience to the call, he began to 
pray to god* for guidance, The voice came again and advised him to adopt whomsoever he 
loved, as his guru, and to serve him with heart and soul. Datta, thereupon, left 
his parents for a thick forest and began to perform severe austerities which earned him the 
gift of infinite wisdom. And in his infinite wisdom he adopted God as well as his own mind 
as his two gurus. 


Datta then renounced the world and devoted himself to yog asa Brahmachari 
Sanyasi‘. His reputation spread far and wide and admirers, including rajas, from all 
parts of the world came and adopted his creed of yog and engaged themselves in many yogic 
exercises. He, too, travelled in Bharat and all over the world and recruited followers in jungles 
and hills, near the sea, in ashrams, beside the Saraswati, and at holy places®. Once Datta 
came acrossa Spider who had madea cobweb of thread produced from within himself 

and was contented with this kingdom of his wherein he could live on flies which came 
to be caught in it. Datta adopted it as a guru *. In the same way he adopted the heron’, the 
fisherman®,and the wild cat® successively as his gurus,for their power of concentration in spotting 
and seizing their victims. A carder of wool failed to notice an army passing by; so engrossed 
was hein his work"".A s/ave woman who was rubbing sandal- wood into paste did not notice him 
when he brushed past her", His ninth guru, after these, Datta found in at rader, who travelled 
abroad in spite of his riches stored at home, but with his mind fixed on trade and profit. 
Next, he came across a spinach-seller whose cry “Soa chuk’’, i.e., ‘Green spinach’ seemed to 
convey by play upon words, the meaning, ‘He that sleepeth, loseth’. Datta adopted her as his 
tenth guru ™. His eleventh Guru was Raja Surath well-versed in the science of arms, a wor- 
shipper of Durga, but witbout attachment, a sciatic with a captivating personality", A pretty 


. Her beauty is described in seven stanzas ny (13-19) ; her anger at Brahma in st. 25—33, 


] 

9, Patte is described in 29 stanzas(34-62) with a lot of repetition. Further again in st. 65-77. 

2. God is deseribed in terms of attributes in st, 79-109, 4, Describedin (119—129). 5. D. A., (167—T78). 
6 D. A,, (176-181). 7. D. A., (182—184). 8 D..A., (185—1$7). 9, D, A., (192—194). 
10. D. A., (188—191). ll. D, A., ,195—I199). 13. D. A., (200—204). 13. D.A,, (205—210). 


14, D.A,, (211-255). 
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girl lost in flying kite became his twelfth guru’. His other gurus were, a /oyal watchman at 
his post, at dead of night, even when it rained heavily? ; a beautiful woman with rare gifts 
and accomplishments*, ever true to her husband; an arrow-maker who was so busy with his 
work that he did not raise his eyes to see an army passing by with allits pomp and show 
led by a Raja, well-known as a Royal hunter; a beautifu' kite which dropped her bit of 
flesh with which she was flying when pursued by another kite to 
snatch away her bit, thus giving evidence of her lack of attachment®; a dudhira bird which 
hovered over the fish in water even when ihe sun was set®; a deer hunter who even mistook a 
group of handsome rishis in the distance, for a herd of deer’; a parrot which, released 
from a trap, flew away symbolising the freedom of man from the worldly entanglements 8, 
a rich man who, absorbed in money-making, failed to notice the Sanyasi to whom everyone 
around him paid homage®; a man who while teaching his parrot to utter some words did not 
take notice of Datta passing by with a host of his followers”, a woman carrying gruel for 
her husband not attending to the soldiers fighting together in a battle-field", and a beautiful 


Jachh woman devoted to music, gone almost crazy for it, forgetting and forsaking every- 
thing else. 


Then Datta retired to the highest peak of the Sumeru mountain to 
meditate on the Almighty to understand His relation with the world. After years of 
austerities, he found the world all a ‘cloud of smoke’. Then he shuffled off his mortal coil 

by his yogic power. Time (Kal) is inexorable and spares none", 


1. D.A., (264—269) 2. D,A., (272—286) 
3. D.A., (292-342) A tour de force of beauty. 
4. D.A., (343—358) Description of army (341 f; 347-9); of women passers-by (351-2.) 


Description of an army passing by : 


q2h FI—TAMNA AT aE AM TAl TA aT TAA saa | 


aa fend frat Weal aa asa asa ZS at 1 — atte a, (B17) 
AM led Wed Fs Fail Mast Mad st Ha | 
Ba Wad qa ofa aa | afer fatied US Bett — datta A, (548) 
AT Skt Al Wa ga | gawd Ta ata ya | 
Ta std cit fae Bll ag WAT AT AA At! atta a, (aug) 


Description of women passers-by ; 


Fa Ts WAT Feet ga | sha BsAa Alea ae Tet | 


Ha waa Aqsa qt ataats se wa aahs | — atta a. (951) 
gr aaa ae sae at free aft Hac aye gt | 
Sida Bea Aq za i fae Wa we aa ga ar | Datta A,, (352) 
5, D. A., (359—364) 6. D. A., (865—369) 7. D. A., (370—388) 
8. St. 430-437, 304-429 are devoted to the praise of Datta and his greatness, 
9. D, A., (438—445) 10. D.A., (446—450) 
11, D.A., (459-61), arbitration (456) 12. D.A,, (463-70) 13. D.A., (489.) 


14. D,A., 4490-8.) 
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The Datta Avtar is a long narrative poem in which the poet has employed a 
variety of twenty-one metres' in albout 500 stanzas. They are: Tomar 46, Padhari 49,Padhri 72, 
Chaupai 45, Rasawal 17, Totak 51, Bachitra Pad 2, Bhujang Prayat 17, Mohan 4, 
Anup Naraj 13, Kulak 8. Tarak 2, Dohra 1, Mohani 18, Run Jhun 3, Rual 16, Swaiya 8, 
Shri Bhagwati 60, Madhubhar 15, Charpat 19 and Kripan Krit 22. 

The total number of stanzas is 498, each of which has four lines. Padhri and 
Bhagwati exceed others. Bhagwati, Kripan Krit and Charpat are the lightest while Swaiya 
is the longest and slowest. 

This long narrative poem has twenty-three episodes, a prologue and an 
epilogue. The introduction covers 116 stanzas giving an account of the parentage, the early 
life and the ascetic career of Datta. The change of metre occurs about 33 times, each time 
marking a turn in the development of the story or giving a description of unusual interest. 
In the narrative, there is a lot of repetition, diffuseness and prolixity, most probably due 
to the poet’s delight in the luxury of musical and pictorial beauty. Guru Gobind Singh is 
a past master in the art of depicting the Vir and Shringar Rasas (sentiments of valour 
and love). Of the description of war scenes, we have only little, in stanzas 458-61. 
But of the painting of portraits there is an abundance, asin the personal charms of Ansuya 
(13-19), in the majesty of Datta (34-62) and in the pure beauty of the devoted and loyal wife 
(292-342). In these, the poet chiefly excels, the last being his four de force. In the description 
of women, the ascetics, the saints, the poet lavishes all his resources of art and brings out 
the beauty of character through the beauty of person. He evokes in the mind of the reader 
the same admiration for his character as he himself possesses. 


Each episode begins with the praise of Datta, the hero of the narrative and ends 
either with the same motive ofr with a comment on the situation and a moralising on the 
incident or the episode, for the edification of the reader. This treatment is rather conven- 
tional and didactic, though relieved by touches of human or natural beauty here and there, 
The imagery of the poet is rich and varied and saves the poem from becoming monotonous. 
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1. Analysis of the Metres in the Datta Avtar 
Metre Serial No. Total Metre Serial No. Total 
1, Anup Naraj 454—406 13 11. Dohra 173 l. 
2. Swaiya 491—498 S 12. Padhri 7—24 
3, Kripan Krit 389—410 22. 97—62 
4, Shri Bhagwati 293— 255 142—169 72. 
S828 Bis 13. Padhari 69—108 49, 
5. Kulak 411—418 8, 170—172 3. 
6. Charpat 419-—437 19. 14. Bavhitra Pad 482—483 2. 
7. Chaupai 174212 15. Bhujang Prayat 118—134 17. 
438—453 45. 16, Madhubhar 213—2237 15. 
§. Tarak 454—48 a 17. Moban 28—31 4. 
9, Totak 343—385 18. Mobavi 925—342 18. 
486—490 5] 19. Rasawal 256—266 
10. Tomar 1——-6 987—292 17. 
25—-27 99, Run Jhun 267—269 3. 
$2—-36 91. Rual 109—117 
270—286 135—141 _l6. 
467—481 46. Grand total 498. 
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(2) Paras Nath Avtar 

A hundred thousand and ten years after the death of Datta, there was born in 
the country of Roh, a child, Paras Nath by name. He grew up to be a brilliant youth 
whose reputation for qualities of head and heart spread far and wide. The Raja sent 
for him, and was, like others, so well impressed by his person and scholarship that he 
made him his son-in-law, and kept him in his palace. For about two years and eight 
months, Paras Nath devoted himself to the worship of Durga? who granted him the 
boon of two sheaves (Bhathe) of arrows, a bow and an axe, by dint of which the 
scholar of the Vedas established his sway over the neighbouring countries. 


Paras Nath proposed to perform a yagya and hold discussions on the Vedas. 
He broadcast his invitation® to all saints, yogis, scholars and rulers who came from Banga, 
Raphaj, Roh, Room, Balakh, Bhimbar, Kashmir, Kandhar,Kalmakh, Kas Kar and the South. 
Discourses were held and discussions made, freely and fearlessly; gifts were showered on the 
guests; and scholars and kings were honoured in the assembly’. After the day was over, 
at night, Paras Nath offered his worship to goddess Durga, enumeratiag her attributes 
and praising her achievements*®, and prayed’ to her forlong. The goddess was pleased 
with his worship and offered to grant hima boon and for it he chose the sovereignty of 
the world. Ina shorttime, he became the Maharaja of the world around him and won 
the title of Abhai Pad, ‘‘Fearless Majesty”. Once he called an assembly of all the rajas and 
yogis and addressed them thus: ‘‘There is no yog, no wisdom in keeping matted hair Even 
after renouncing the world, you will keep wandering in the world. You have apparently 
left Maya but Maya has not left you. Explain all this or I would get you clean 
shaven’’. While some of the yogis agreed to follow the advice of Paras Nath, saying 
that they were not the followers of Datta, others raised an uproar and hurled defiance at 
the Maharaja. Some warriors sided with him while others opposed them. This led to a 
fierce fight’ in accompaniment with Maru Rag®, which ended in the death of his opponents” 
and the surrender of others. Thus the creed of Datta came to an end, 

Paras Nath ruled for ten hundred years and established his rule and cult all over 
the world,and hoarded a big treasury, Then he thought of holding Rajmedh Yagya as Jambh 
had done in Satvayug". His minister advised him to fulfil the necessary conditions, viZ., 
reduce a hundred thousand principalities, give away in charity a hundred thousand elephants, 
a hundred thousand horses, ten million gold coins to each Brahman priestu*. This the Maha- 
raja could easily do. Then the minister advised him to find out from his people all over 
the empire what one particular secret, according to the Puranas and the Samritis, had yet 
to be revealed. 


1. Deseription of Paras Nath St. 7-20, his eyes 15-17, Shringar Ras. 

®. Description of Durga 21.-24, Bhyanak Ras, 3, Sb. 28-35, repetition and prolixity, 4, St. 38-44, 

5. 45-62 (Mohani Chhand), 63-74 (Achkara Ch)and)—Unique in their powerful description- 75-80 (Bisanpad and Sortha) 

6. St. 81-85 including poet's homily to men 84-8, 7. St. 98-99, 8. St. 303. 

9. St. 100-18 of eight or saven lines in about 140 lines ef long verse, 10 3t. 104 describe heavenly dancers (apsaras 
selecting and wooing brave warriors). Ih. 86. 123. 12. St. 124, 
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Paras Nath called another assembly of five hundred thousand rajas and placed be- 


fore them hisinquiry. One of them said, “There is a muni (ascetic) Machhindar Nath 


by name, living in the body of machh (big fish) in the sea. He was born 
of Datta's s2ed'. He only can enlighten you on this point.” All the soldiers 
of his army were deployed and numerous nets were cast in the sea which was 
thoroughly combed out. Many watery creatures were hauled out of the sea and they perished 
in vain. At last, the surviving creatures of the sea waited upon the god of sea to save them 
from utter annihilation. On his part, in the form of a Brahman, with all precious stones 
as a tribute, the sea waited upoa the Hmperor submitting that there was no such 
machh in his kinglom? but it might be found inthe sea of milk (Kir), Thither 
went the Maharaja with his soldiers and found damsels merry-making and playing 
music. There they cast a net of cotton, caught many a fish but failed to discover the 
machh which housed the muni in its body. At last, as advised by the wise, the net of gyan 
(knowledge) was cast and the machh hauled out. But its skin was too tough to be cut 
through by an ordinary knife; therefore, a special type of it (Bibek-Self-knowledge)was secured 
to bring out the saint who was discovered in a state of trance. A little doll of seven metals 
was placed under his nose to catch his eye when he emerged from his dhyan, which was 
later burnt to ashes by the blaze of his angry glance. * 

Thus, when his wrath was spent out, the muni was approached by the Maharaja 
who asked, ‘‘\Who is the king, who is the warrior and which is the country that has not 
been vanquished or reduced by me that have extended empire all over the world and claim 
to be next to God Himself?! To this Machhindar Nath replied that all his conquests were 
insignificant, for, he had not yet learnt to control his own mind and that all his achievements 
were of no use to him, for, nothing would abide by him, not even his own body,much less his 
warriors, relations, wife or children *. ‘But which is the king I have not yet been able to 
conquer 2” asked the Maharaja again. “It is Abibek (Ignorance of innerself) whose minister , 
+s Kamdey (Cupid), and who has brougit about the downfall of Ravan, Yadyas, and 
Kauruas, and has outwitted Balraja, Brahma, Krishna, {ndra, Mahikhasur and others,*” 
said Machhindar Nath. 

“But?, continued Paras Nath, “how 1s it that Bibek and Abibek, well-accomplished 
of the sam2 origin, caste and parentage, as they are, are always opposed to each 
other ? Pray, throw some light on this and help me to distinguish between the two’. * 

‘¢ Ahibek” said Machhindar Nath in reply,‘has black complexion, wears black clothes 
which attract men and women, rides a black chariot pulled by black horses and driven by a 
‘black charioteer. His flag and sword and bow are also black. He cannot be conquered; he 
cannot be repudiated; verily he is like Krishna. * 

“Of his retinue, Kamdev (arazq-Cupid) has a bow of flowers, the arrow of bee, 
the flag with the symbol of fish. He is attended by the music of lyre and of other instru- 
ments and a bevy of women. When heis crossed, none but Bibek can escape his wrath*. ~ 

‘Next to Kamdev is his son, Basant (aaa—Spring), who is accompanied by beauti- 
ful dancing women and the sweet music of lyre. He is fond of rags like sorath, saranz, suddh 


1. St. 332 2. St. 136 3. §t. 151 4, St. 158 5. St. 169-72 
g, St, 167 7. St. 163 St. §. 169 9. Bt. 170 
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malar and bibhas (faara),ramkali, hindol, gaud and gujri of high pitch; and Jalit, paraj, gavri, 
malhar and kanra of great mien. When he is crossed, none save Bibek can escape his wrath. 

“The third attendant is Hu/as (gq7ra—fun and laughter), the second son of Kamdey 
beloved of women with trembling hearts, In his retinue is heard the chorus of the thunder 
of clouds, the ery of pzacocks, the croaking of frogs, and the jingling of jhilly. When he is 
crossed, none can escape his wrath but Bibek*. 

“Anand (adz—Pleasure) is the third son of Kamdey surrounded by women, dressed 
in a silk embroidered with gold thread and lace and bedecked with ornaments like his chariot. 
When he is crossed none but Bibek can stand his ire® . 

“The fourth son of Kamdey is Bharam (acq—Superstition) whose complexion is 
black like smoke, whose ornaments are smoke-black, whose charioteer and chariot-horses 
aré smoke-black and who vomits black pitch. He isan object of shame to both men and 
gods. He is a source of misery to his enemies, When he attacksin his wrath, he will rout 
your forces in a minute? . 

“The fifth member of his retinue is Kalhi (safg—Strife) who has spared no god or 


man in any of the fourteen worlds: for she is expert in the use of all sorts of weapons. In 
all countries, all the rajas are overawed by her’. 


“Next comes Bair (4t-Malice) with blood shot eyes, bearing red arms and a red flag, 
He is a great fighter who has broken up alliances made with many a raja. Shanti (Calm) 
alone can take a stand against him’. 

“Alas (arta-Sloth) follows with a flag of smoke with a chariot and a charioteer smoke- 
like. He wears clothes like smoke. Even smoke feels eclipsed by itself, as his bow and 
arrow are also smoke-like. Gods, mea, saakes, elves (Jachh) and demons all are afraid of 
him. All but Udyam (sa4—Endeavour) would perish at his onslaught.’ 

‘Mad (#z-Wine) has pale dress, a pale flag,a pale bow,a pale chariot and pale horses. 
He has captivated the hearts of both gods and men. He flies like whirlwind. When his steed 
starts dancing, none can face his fury, but Bibek*”’. Similarly runs the description of 
Kuvriti? (@fafa—Perversity) in black, Guman‘’ (1417—Misunderstanding) in leather, Apman" 
(atati—Dishonour), like thunder, Anadhar® (aaax—Cruelty), ever aggressive; Ninda® (fra— 
Calumny),ever dirty; Narak" (azs—Hell), ever dreadful; Nasil-Dusil-Kuchil® (ata gata aAta— 
Mis-behaviour), ever accompanied by wrath; Bhukh-treh*, (~a-?z¢—Hunger and thirst), 
ever in red; Lobh” (@ta—Avarice) with bewitching eyes; Woh (atz—Attachment) ever fickle, 
Krodh® (ara—Wrath), fierce like wind; Hankar™ (é<—Pride), like an elephant in rut, Droh* 
(zt¢—Treachery), in white; Bharam Dokh Anmokh® (ava ata aaiva—Scepticism), in pearls; 
Jhooth and Rooth® (3 =3—False and untrue), in peacock colour; Mithia™ (fafaat-Vanity) 
in white and black spots*; Chinta* (faa—Worry), holding a dreadful wheel in her 
hand. Daridar™ (eftzt—Poverty), with pomp and show; Sanka” (a#—Doubt), 

Asobh™ (axara—Ugliness), Asantusat®  (aa#aaz—Discontent), Anas weh® (aaa Ha), 


1, St 171-2 2. St. 173 3. St. 174-5 4, Bt, 176, 196. 5,- St. 177 6. St. 178, 185 Repetition 
- 7 St. 179, 221, 8 St. 180 9, St. 181 10, St, 182 ll, St. 188 12, St. 184, 198 
» IB. St. 186 14, St: 187 15. St, 188 16, St. 189 17. St. 191 18. Sé, 190,192 
. 19. St: 193 2, St.194 21, Bt. 195 99. St. 197 23. St. 198 24. Sb. 200 

26. St, 201 26. St. 202, 03 27. St. 203 , 28, St, 204 20. St. 208 80. 205 
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Hinsa’ (fgat—Viole nce), Kumant? (¢4a—Folly), Alajja® (aasat—Immodesty), Chori* (a1a— 
Theft), Bibhaichar’ (fatarze—Adultery), Swamighat and Krilaghnata® (eaufana, fearraat— 
Disloyalty, Ingratitude), Mitra Dokh (faa zia—Betrayal of friend) and Raj Dokh’ (a4 zta— © 
Rebellion), Eerkha (%car—Jealousy) and Uvhais (sa—Detachment); Ghat (att—Trick) 
and Basi Karan® (aat #74 —Conjuration), Apda (arazt— Adversity), Jhoothtas zu — Falsehood), 
and Bans Kuthar” (aa ¢o1t—Anti-family), Biyog (faitt-Separation) and Apradh™ (ara-Guilt), 
Khed* (@z—Distress), Kukriya® (afeat—Misdeed), Gilani* — (fratt#t—Abhorrence), 
Bahu Kasat® (4 7a2—Sufferings), and Karam (a — Action). 

Having listened to a detailed account of Abibek and his army, Paras Nath requested 
Machhindar Muni to enlighten him further about Bibek and his brave soldiers. 
After a deep study and thought, the Muni gave him a detailed description” 
of the allegorical character of Bibek* (faa), Dhiraj® (ata—Patience), Bra” 
(aa—Vow, fast),  Sanjam™ (aaa—self-restraint), Durdharakh® (3cava—Far-seeing), 
Bigyan® (faraa—Science),  Isnan™ (gaata—Purification), Bhavana® (araat—Goodwill) 
Jog (#1t—Yoga), Archa® (atat—Prayer), Puja® (31r—Worship), Abikar® (afastz—Vice- 
less), Bidia Lajja® (fafzar asat—Knowledge and Modesty,a sense of decency), Sanjog™ (aatt — 
(Sociability or happy partnership), Sukrit (afa-Doing good), Amoh® (ante-Detachment), 
Akam" (aera —Unaddicted to sex), Akrodh® (a7ta—not liable to anger), Nirhankar® (fargarz- 
Non-individuation), Bhagti* (atzt— Devotion) Santi*(aitt—tranquility), Path (13-Devotional 
reading), Sukaram (anta—Good action), Susikh» (afaa—Good disciple), Sujag and 
Prabodh® (aaa, tita—Alertness and wakefulness), Sat (at—Truth), Santokh (#ita—Content- 
ment), Tap (at—Penance), Jap"(arm—Recitation), Nem Prem (a7 T47—Love for observance of 
religious rites), Dhian (fasia—Meditation), Pranayam (sreraa—Deep breathing), Dharam 
(avn—Religion), Subhachar (aatare—Good conduct), Anuman (aaam—Realization), Bikyam 
(faan—Bravery), Samadhi (antit-Contemplation), Uddam (az8—Effort), Upkar™ (st#t—Doing 
service), Subichar® (afaart—Right thinking), Hom (#t1—Fire-sacrifice), Puja (ga1—Worship), 
Anurakatata" (aazeaat—Attachment) Sat Sang (aa a1—Good company) Priti® (stfa—Affec- 
tion), Akrudh (a%2—Absence of anger) and Prabodh (aata—True-knowledge\, etc. 

This is followed by an account of war between Bibek and Abibek and their armies, 
which lasted for two million and one thousand years™ but neither side could win a victory 
over the other. Paras Nath told his tale of woe to Machhindar Nath, who, however, 
became silent for ever. Suddenly he gota vision of Charpat Nath who addressed him thus ; 
“Moh (Attachment), and Bibek (True-knowledge) are not two but one. When Adi Purakh 
(First person) came to Himself, He uttered the sound ‘Onkar’ and created thereby the world— 
and the heavens. Then He created Truth from His right side and Falsehood from His left 
aod the eternal conflict began from that moment. He, the Absolute, alone knows the 
mystery or the end of life. Repetition of His name alone can help us in this 
mysterious world in which there is a constant conflict between good and evil.” 


— 


L. St. 207 2, Sb, 28 3. St. 209 4. St. 210 b. Bt 241-2) 6. St, 213 7. St, 214 8, St, 216 
9, St. 217 10, St. 218 Hl. St. 219-20 12. St, 222 13. St, 223 14. St, 225 LS, St. 226 16, St. 226 
17. St. 231-266 18. St. 231 19. St. 232 20, St. 233 21, St. 234 22, St. 235 23. St. 236 24. Sb, 237 
25. St. 238 26. St. 240 27..St. 241 28, St. 241 29, St, 242 30. St. 243 31. Sh. 244 82. St. 245 
a9 St, 246 34. St. 247 35. St. 248 36. St. 249 37. Sb. 250 39. St. 254 20, St. 255 AQ, St. 256 
41. St. 257 42, St. 258 43. St, 259 44, St. 260 45. St. 261 46, St. 262 47, St. 263 48. St. 264 


AQ St. 265 50. St. 266 Bl. St. 268-330 
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“Since { cannot resolve it”, said Paras Nath, “I must quit and retire’. He ordered a 
funeral pyre to be built for him and a fire to be set on. He sat init and committed self-immo- 
lation, Thus he liberated himself from the misery of old age!, 

Metres used in the Paras Nath section of the Rudra Avtar? are of no fewer than sixteen 
varieties. They are Achkara, Swaiya, Shri Bhagwati, Chaupai, Chhappai, Sangit Chhappai, 
Totak, Tomar, Dohra, Naraj, Bhujang Prayat, Mohani, Rasawal; Ruamal, Rual, Bisa spad" 


Of peculiar interest in this section of the Rudra Avtar, is the use of Bisanpad, the 


four and eight line stanzas in sixteen types of rags: Paraj, Sorath, Suhi. Ram Kali, Dhanasri, 
Sarang, Tilang, Kidara, Dew Gandhari, Kalian, Maru, Bhairo, Gauri, Kafi, Adan and Basant, 
The number of stanzas used is, however, only 26 describing Paras Nath’s rise to power 
after the blessings of Durga, his convoking an assembly of followers of Datta, the yogis 
with matted locks and the clash between the two creeds. The first line is comparatively 
short butthe average contains no fewer than 18 syllables. 

The description of war between Bibek and Abibek is, however, given in a light 
and quick verse like Shri Bhagwati which is followed by Chaupai alternating with Bhujang 
Prayat. Here the poet has introduced Chhappai metre in four forms, in six line stanzas 
describing in detail the causes and effect of action rather than the action itself. Action pro- 
gresses rapidly, the strokes and the blows are exchanged at terrific speed but the effects of 
these are given graphically in a comparatively slow verse like Chhappai. 

Next to the description of action and warscenes, the poet has given us in the 
Paras Nath section a portrait gallery of virtues and vices (169-226, 230-66), static in charac: 
ter, like mura} painting of old, It must have been suggested by the statuary of old, which 
was a familiar sight in temples in the middle ages. 

The pageant of allegorical figures is striking in many ways. The colour forms an 
important feature of the portraits and the colours like the dark, black, smoky, red, pale or 
white are symbolical. Ornaments,clothes and weapons are equally colourful, striking and 
significant. So are the chariots, the horses and the flags. The charioteer is like his master, an 
allegorical figure though a liitle less impressive, Put together, all these features fully cha- 
racterize the central figure and help to build up the unity of impression. The poet does 
not fail to add to physical and emotional details any traits of character if the figure is 
important as an allegorical virtue or vicz. These portraits which are about’a hundred in 
number are dividsd into two processions, frozen into their respective attitudes. 
Portraits of Dhiraj and Bibek are particularty important as they would help 
1. P.N., (352-358) Lae i=. 


2. Analysis cf the metres in the Paras Nath Avtar 

Metre Serial No. Total Metre Serial No. Total 
1, Achkara, 63-74. 12, 10. Naraj I54—158, 244—253, 254-258 20 
2. Swaiya. 15-20, 159-162 10 Il. Bhujang Prayat. 21—44, 205—2I3, 297—310, 
3. Shri Bhagwati. 268-290 23, SESE, HED ir alee ae 
4. Chaupai. 1-4, 291-295. 330-338. 349-354, 34, as fom ONE 2 
5. Chhappai. 166-201, 228-238. 47. a. ial aaa Ps 
6. Sangit Chhappai _289-241,242-243.259,260323,24 9, ae eects, agp-Soelais-en tera 
7. Totak. 147-153 .222.296 12. cee Feats ‘e 
8. Tomar. 146,163-165,261-266,355-358., 14, TEE 
9. Dobra 145, 227, 267, 296, 311, 329 15 Grand Total = 
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us to appreciate the poets art. The portraits of Paras Nath’, Kamdev*, 
Basant? and Hulas* are striking for theit beauty, both natural and symbolical, while 
those of Abibek®, Bharam* and Alas’ are examples of the grotesque art. The pen picture of 
Anand? is remarkable forartificial or ornamental beauty. The poet has an eye for the 
details which are not only significant in characterization but also notable for depicting their 
physical charm or emotional appeal. 

Another interesting portrait is that of the goddess Durga’. All the gods have 
assembled after her victory. She is seated on a lofty pedestal. The gods make all 
preparations for her exaltation and utter their praises. There are applauses of victory 
on all sides. The sweet sound fills the heart with tumultuous joy, €. g., 

Ambaka Totala Sitla Stkani Sindhhri Suprabha Subhrama Dakint 

How vividly Durga has been portrayed in all her forms and with all her names and 
all her limbs from top to to2 in the eulogies offered to Durga by the gods | Such delineations 
are found only in great poets. 

The imagery of both the sections, Datta and Paras Nath Avtars, of the poem is 
rich and varied drawing upon all familiar aspects of life and nature. There 
are homely images like those of a faithful wite, a girl flying a kite, a slave- 
girl making sandal wood paste, a woman carrying gruel for her workman husband,spinach- 
seller in the street; imazes from arts and crafts like those of an arrow-maker, a man teaching 
his parrot, a jachh woman crazy for music, a carder of wool at work; a rich man busy in his 
accounts, a sanyasi, a watchman, a deer, a hunter, etc, There are images from wild life like a 
wild cat, a deer, a spider, a heron, a dudhira bird, etc. Besides a wealth ofallusions of cla- 
ssical, historical, semi-historical character, there is an abundance of similes and metaphors 
drawn from nature. 

Mirth presides over the scene of fun and laughter comparable only 
to the roaring of summer clouds, the flash of lightning amidst them, a chorus of frogs and 
other little beloveds of rain.” 

The prominent features of the allegorical characters are illustrated with 
the help of concrete imagery. The onslaught of greed, for instance, attacking man’s 
nobler impulses is like Shelley's West Wind which _ scatters wide the floating 
clouds in the sky“. Again the army of Datta has routed its enemies like the wind that 
plays havoc with the old leaves in autumn.” 

The poet is a past master in the art of verbal music. He rings changes on the same 
word not only 10 the form of synonyms but in spellings also, The word lightning,for instance 
has eight forms : : 


i. Chanchalaka’® ‘Alar D, Biddulata’ faz ara 

Ze Chanchala" aqaqar 6. Beejurees digi 

3. Chanchali*® qaiat 7. Daman” a1Ha 

4. Chapla* aqa1 8. Damanee”’ ata 
1, 8t. 3-7. 2. a er ae oan St. 169 
6. St, 176 7, St.179 8. St. 175 


9. St,-45, 46, 47, 48, 49, 50, 61, 52, 53, 54, DD, 56, 57, 58, 59, 60, 61, 62, 63, 64, 65, 66, 67, 68, 69, 70, 71, 72, 73, 74 
In this connection the reader may as well share the joy of the Sanskrit verses from Durga-Sapta-Shati (8, 9, 10, 12, 13, 


T4, 15, 16, 20, 21, 26) 10.P.N, 173. 11, PLN, 192. 12. P. N, 205- 

5) 5, 92 15, D. A. (826) 16, P. N. (282, 287) 17, D. A. (878) 
13, D. A., (314) 14, D. A. (325, 327) ; 

4 P.N., (192) 19. P.N., (173) 20, P. N., (251) 
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Each form has its own significance in the context according as the rhythm, moves 
ment or sound requires it. 

Similarly he has used in two successive stanzas two forms for the name of Durga, 
the inhabitant of the Sindh region : Sindhla: (fazqt), and Sindhula* (faqan). 

The Achkara Chhandis the best specimen of rhetorical effects which the poet 
produzes by adopting particular sounds in particular combinations in which assonance 
masculine and feminine rhymes dominate together withconsonant sounds. The stanzas 
63-74 of Paras Nath Avtar illustrate this art of verbal music. 

Endorsements like Iti Sri Bachitra Natak Granthe......somapatamastu  subhamastu 
in the Datta and Paras Nath Avtars of Rudra are a clear testimony of the fact that the 
Rudra Avtar is a part of the Bachitra Natak Granth. Such testimonies are not found in 
any work of the Dasam Granth other than the Bachira Natak, Chandi Charitra I and II, 
Chaubis Aytar, Brahma Aytar and Rudra Avtar and for this reason alone they have been 
put here together, though in all the available editions of the Dasam Granth they are not so. 

With this we have come to the end of our brief critical study of the Bachitra Natak 
Granth, The remaining works which do not bear such testimonies will now be taken up. 


10. VAR SIRI BHAGAUTI Ji Ki 
(The War Ballad of Chandi). 

The Var Siri Bhagauti Ji Ki, popularly known as the Chandi di Var,is a Panjabi 
version of Ciandi Charitra HT (The life of Chandi); which is itself a comparatively 
brief version of Chandi Charitra I. 

The source of all the three is ‘Markandeya Purana’ which relates the mythical story of 
the birth of Brahma, Durga and the demon Madh-Kuyitab, from different parts of the body 
of Vishnu who lay in yogic trance in the primordial waters, and of the protracted wars bet- 
ween the gods and the demons. The Chandi di Var relates only the story of the battles fought 
between Durga and the demons. According to the legend, once, thousands of years ago, in 
the Treta Yuy, the age before ours, there lived a king, Indra by name, whoma life of 
peace and prosperity made ease-loving, proud and irresponsible. His enemies, Mahikhasur, 
Sumbh and Nisumbh, the demon kings, seized his throne and drove him out of his kingdom: 
dev bhoomi. In utter humiliation, the exiled king approached Durga, the princess ruler of 
Ujjain, for help. She was a brave soldier and kept a tiger which she rode on her occa- 
sional tours. She Jed a quiet uneventiul life but was at last persuaded to take up 
arms for Indra’s sake. She engaged Mahikhasur in a battle, killed him, and placed Indra 
back on his throne. After some time, however, the demons led by Sumbh and Nisumbh,king 
brothers, launched another attack on Indra and in a tough fight succeeded in dispossessing « 
him again of his land. Durga came again to the fallen Raja’s rescue. The demons, too,ranged 
themselves in full strength and resolved to capture her alive, marry her and annex 
her territory as well. The Amazonian princess, too, made up her mind to put an end to 


—_———_ — 


—————— 
FP, Ni, (63) 2. P, N,, (64) 
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this demon nuisance for good. She sought the help of Kalika, the goddess of Fury. Both of 
them took the field and fought a long and terrible battle in which many brave demon 
leaders like Sharanvat Bij, Chand, Mund, Lochan and Dhoom were killed along with Sumbh 
and Nisumbh. Thus was the demon-power extinguished at last. 

The Chandi di Var gives an account of six engagements in three battles out of four,two 
lost by Indra and two won by Durga. The story begins with Indra, crestfallen anda refugee 
approaching Durga with a tale of wo>. Of the fifty-five stanzas, forty-nine are devoted to 
the description of three battle-scenes, th: first five and the twenty-first being purely marra- 
tive and informatory, helping to elucidate the situation. 

The Chandi di Var is, thus, the poetry of action like Sir Walter Scott's Battle of 
Bannockburn and The Flooden Field, It is instinct with martial spirit, being a description 
of martial display of scenes of actual fighting. Th> theme and its style, tone, imagery and 
diction are like those of two versions of the Chandi Charitra. 


Guru Gobind Singh wasa soldier poet, who in the words of Dr. Mohan Singh, 
‘‘dacided to press poetry into the service of both spirituality and the fight for freedom”, 
It was his mission, as he writes in his autobiography—the Bichitra Natak ; 

‘To re-establish Dharma, 

To annihilate the calumniators and oppressors, 
Enemies of Universal peace and love, 

To succour the good, 

To exterminate the evil * 

“To instil”, therefore, adds the learned Doctor, ‘heroism into the people he re-sang 
for them the glorious heroic achievements of their war-gods and goddesses, their human 
ancestral victors on the battlefield and their folkheroes.’” 

Chand di Var ‘ or Bhagauti di Var,‘ as it is alternately called, was also done in the 
vernacular probably with the same end in view as in case of the Ari snavear: 

Dasam Katha Bhagaut Ki Bhakha Kari Banaei. 

Awar Basna Nahi Prabh Dharam Juddh Ke Chaei * 

The tenth story of Bhagaut is rendered into the vernacular with n> other motive than to 
inspire people for the holy war of freedom. 

Guru Gobind Singh “the son of a martyr father and the father of (four) martyr 
sons’ as he is aptly described, waged many a battle against the imperial forces, fought 
all his life and at last died a martyr, leaving the legacy of an uncompromising spirit of fight 
against tyranny—political, religious or social. To the suppressed and emasculated people 
of the Panjab, he gave the message of Shakti (power), which infused anew life in them 
To them he gave a new conception of their Creator, the conception of ‘‘Sarva Loh’? All 
Steel, of whom Bhagauti, Durga or Chandi was a symbol’. 

After invoking the blessings of Bhagauti as the nine Gurus had done before him, the 


Guru says in the prologue to the legend : 
Khanda Prithmas Sajkai Jin Sabh Satsar U pata 
Brahma Bisan Mahes Saji Kudrat Da Khel Rachai Banaia 
cal ca ag Se EE 


¥, Abid, 100. ~ 3.1, Pb: 63. 4, M.K, Vol. II (1438) 


1, LP. L. 65. ° 
7. IP. L., ¢4 8. Ch. V. (2) 


5. M.K. Vol. IV., (3268) 6, K. A., (2491) 
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First the Timeless created Power (Khanda) and therefrom the whole world, With the Creation 
of Brahma, Vishnu and Shiv began the play of Nature, 


The gods and the demons,the heroes and the ascetics,all derived their inspiration and 
strength from Bhagauti, the presiding genius of all historic events. Durga, the heroine of the 
Chandi di Var,is a manifestation of Bhagauti.The heroic exploits of Durga charged with the Vir 
Ras (sentiment of valour) have, therefore, bzen versified for the edification of his followers 
and friends, who took a sacred vow along with him, onthe Bisakhi (the New Yearrs 
day) to dedicate their lives to the cause which he and they all held so dear. 
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To popularise the stirring legend, the Guru adopted Var? as the poetic form which 
had been traditional and popular. In those far-off days the bard (Bhatt or Dhadi*) used to 
entertain people by his ballads of war or love romances. In the court of Guru Gobind 
Singh there were bards as well as poets*. The former used to sing or recite ballads which 
aroused the martial spirit of the listeners, Tradition says that the Chandi di Var came to be 
recited later on in diwans or special congregations after the custom of the Guru’s own court, 

Var lends itself to the sentiment of valour and martial music ; accompanied by 
appropriate gestures it held the nineteenth century audience spell-bound. The potentialities 
of the form had been fully exploited by the race of minstrels' until the time of Guru 
Nanak, who made it ‘artificial’. He put the medium to literary uses and made it a form of 
subjective poetry ofareligious and metaphysical type. His noted Malar di Var isa cry of 
protest against the slaughter of innocent common people of Eminabad by the Mogul hordes 
of Babar who invaded India in 1526*. The first Guru composed two other Vars,Majh Ki Var 
and Asa Ki Var. The last is religious and moral. The poet has adopted the form to a 
new us?,in praise of God, instead of that ofa hero of a national character. This bold 
experiment was repeated by his followers, 

There are inthe Adi Granth, nineteen more Vars of the new type, all in 17 rags, 
attempted by the third , fourth and the fifth Gurus, the last of whom made innovations in 
the traditional pattera which was made up of 27 stanzas *, (Pauries) each having §$ lines in 
the same rhyme. He added a couplet at the end, Bhai Gurudas (1608-1635) who was his 

literary amanuensis, also experimented with the form and attempted 39 vars in the eulogy of 
the Giru;.But Guru Gobind Singh adopted the tradition as a secular pattern and attempted 
the Chandi di Var with the theme of war as “a thing of art”. His example was catching, 
Time too was conducive to the martial strain. Many a Var was attempted after him, 
in the eventful years that followed his death’, Not only were there 
internal disturbances caused by his followers led by Banda Biragi, who were persecuted 
by provincial governors of Lahore, but also invasions of the Punjab from the Khyber 
Pass begin with the advent of Nadir Shah. The civil government broke down. Intrigues 
and counter-intrigues between provincial governors on the one hand and the Afghan 
invaders or the Delhi Government on the other made confusion worse confounded’. For 


1. Var is a brief fort of varta or story. The corresponding term in Hindi is Rasso. P.V., 19 


9. P.V., 20: P.D.V., 10-14, 3.P.V., 20, P.D.V,, 13. 
4. There were six such vars cxtant when Guru Nanak altempted the verse form—Bani Biyora by Dr. Charan Singh. 44 
5. Ibid 57. Maeaauliffesa Adi Granth., 6. D. ¥. 6., 10 7. P.D.V.,13 f P¥.,26. 8, P.D.V., 18 
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about four generations the Panjab had an uneasy time. War poetry was, therefore, produced 
in abundance, side by side with the poetry of doubt, despair and detachment. Some of the 
outstanding instances of Vars are Nijabat’s Nadar Shah di Var, Agare’s Var Haquigat Rai, 
Hasham’s Var Sardar Mahan Singh, Fateh Nama by Bhai Dayal Singh, Jang Nam: Sardar 


Hari Singh by Ram Dyal, Qadar Yar’s Var Sardar Hari Singh, Shah Mohd’s Angrezan te 
Sikhan di Larayi, etc, 


These Vars are no doubt more thrilling than the legendary Vars because they are 
realistic. Their themes are historical of the bygone age, provincial or regional, occurring in 
the very plains, villages and cities in which we live or move about ; and national, affecting 
us as a community or people. They come home to us at so many points. Secondly, Vars 
are not purely objective poetry. Poet's own sympathies, which are broad and communal, 
form the under-tone of ballads carrying the reader or listener emotionally with them. Thirdly, 
these Vars are a harmonious blend of the descriptive and narrative elements. The long 
drawn descriptioa tends to produce music and the narration does not appear to grow 
monotonous. 

But all these are mostly ‘artificial’, attempted by a particular poet with an identity of 
his own,and not by a professional bard,whose art was conventional or empirical,whose anony- 
mity was his creed. “Songs connected with mythical or semi-historical native heroes were,” 
says Dr. Mohan Singh’, “‘a class of folk songs and folk poetry”. But these Vars with notable 
exceptions remained literary, like the Chandi di Var, confined to manuscripts and select 
audiences, In this artificial character Chandi di Var is the poet’s tour de force of literary 
craftsmanship. 

Guru Gobind Singh owed much to the folk-ballad, the true old ballad which he 
adopted with a new objectivity as his cardinal virtue. The Chandi di Var is a performance of a 
virtuoso, skilled in the mechanical part of a fineart, the swift and sonorous verse describing 
the movement of large bodies of men and beasts, trumpets’ loud clangour, and the fierce 
combats between fighters in a succession of exciting incidents’. His objectivity enabled the 


i PDVLW& P Vw g. Io Piky, 8% 


3. Compare sit HATS TEE Cc CO CLUE aaa |l 
ast qt aterm aaa aaa |i 
ata att qam 2 qa SELL a2ga Il 


em ot RR OW ENA aq = Hleraw ll 
qx | «Wa qa A ZTa qqze 89 -At Il 
age oat agitea az wa atela aaa 
= FU aq wes sl wa faat gear saat ll 


aa ofagqar | ea qa at waa UI 
am sa asia ayaa 
AL aaa ait Saal Pauri 8 


Continued 
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poet to achieve a mastery of technique which is rare in Panjabi verse. It is difficult to hold, 
in the absence of further evidence, whether he adopted any theory of poetic imitation which 
aims at forging links between feeling and metre and making sound ‘an echo to the sense}, 
The choice of diction is governed by the twofold motive of sound and speed. While the letters 
ef words give us required verbal sound, the felicity of phrases lends rapid movement to the 


ee 


SS 


aqlz q eat eat aataer il 
yi zal quaq ATE aiem alt Tt il 
W adit we wea ft qi 
mM aii as aa sree | 
set fit faa ome at gush ty | 
are ak ae me 
aa AN aaa srest  aresat i 
Usa Wl a wa de wea i 
wet iste I 
afy aft #at gesagt oaraat ae 


qc amt getdate 
aie 0 eget fate wera 
ea sada ari fat ale aqa ara | 
ae eat aati agate 
CC i a Ca tee ae ae a 
mst gar ake aq adie aa 1 Pavri 13 


wat 60 CTT afssaar |) 
fea faz afearge we ffs aaa 1 
rp = Sa tat ae after 
eeu feat zum faa W Baa | Pauri 16 


auqt din eat we qa I 
at Se gat fea aa fae T 


aad zat sat ATi gee 
WILT Gait aya aaa || 
art oferty ea? 
ae asft afsent = afin = ash jy Panri 35 
aT aan Par zal |! 
qat Fala at wat | 


vfs oafasr tua Fara 
We Fal ogeuet «=o sizft «=o Fy 
TT Fe met oat aif | aah | 
ae wet stat aa sar 
au fate fs sat ant eats 
FATAL Fersrratt quay aaaT | Pauri 39 


} .<9; i * 
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verse. The letter sound, in particular, of gha,jha, rha (¢), dha (¢),reproduce the heavy sounds 
of combat. Some letters are occasionally modified to produce similar effects, ‘tarwar’ for 
‘talwar’, chaali for chali, haali for hali, Jodia for Yodha. Similar effects of sound and speed 
are produced by making compounds. ‘Bumbal wali’ is changed into ‘Bambliali’,'Sanglan wale’ 
into ‘Sangliale’, *Muchhan wale’ into ‘Muchhliale’: ‘Khoon sake’ becomes ‘Khunsaeekai’; etc. 
The diction and the emotional intensity of words correspond to the spirit of the 
verse, 

It must have been a terribie hell of noise in which the warriors plunged into action 
as drums (dhol), kettle-drums, (dhaunse, nagare, bheri, etc.) were all beaten. To add to 
these, war music was produced by blowing conch shells (sankh), singing Maru Rag and 
playing tablas and musical instruments (bajas). 

gar are gfe Gs Aalst | ATE 

gic fecar farce art alg wea I 

ati amaa aia ag afd aft wales | 

ae Faq) oaretat «asians gigs Reese 

asst ae aret dat Zlet 
a 3 @a sea arr sities I 
rd az qaadtena feafa 2 RS I 
qt MTA AM THT I Pauri 46 
gum aa |e ele HTT I 
wae att asi faa aa «aaTt | 
gts fem = faretat age mela sar il 
gear «gat fneifeerr EET PATTI geile: 
ger aant gf «69s ate 9] AHI FF Il 
az fay atu aaa sta sat aaa Fe I 
eg faciz amesa wa Fe Yaa FF 
wa age aeett ow oat | |6 Fame 
a] AT AME Bw Ae ae BAA Fl GAM FF It 
ial Hee «ata BT AS Tat ace fear FF I 
fic gaa fers aft faszr TA qa FF | 


aaa wala ay eS ll 
azt020arara az aa BT Il 
aa qt qa es Il 
at = - tena Bl aa $3 I 
aq teaq qt aaa FT Il Pauri 60 


er HAN af ge ala wear ant | 
oa wnsd) gee a Tt AT Il 
; ae ua ga at wm Ve fesnd i 
: ga var «ffs aaet ATET II 
sq wd amg fart ai = galt | 

. au wit sal w a att Pauri 53 
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The sounds that are studied to produce desired effects do not seem to lend them- 
selves to vocal music. They are rather declamatory as is evident from a random choice | 


Umal Lathe Jodhe Maru bajiya, 

Sat Payi Jamdhani dalan mukabla?. 
The pause and the accent at the last consonant sound suggest its declamatory tone, 
Most of the last sounds are short and cannot, as such, lend themselves to longdrawn music. 
The rapidity of movement also cannot harmonize with vocal music but with declamatory 
tone. In the narrative verses like the prologue and the epilogue, there is, however, 


a comparative quiet and smoothness. 


The imagery of the Chandi di Var is rich and varied as its diction is abundant and 
sonorous. There are as many as twenty-five similes in 55 stanzas (pauris). They range 
from the falling stars: to the buffaloes locked together in a combat®, from the hissing 
snakes‘ to  bride’s friends crowding round the bride-groom®. A dozen comparisons 
até drawn from nature, lightniag’, falling stars’, fruit laden branch of a_ trees 
clouds’, Showers”, golden sand", hissing snakes’, tlowers of pomegranate’, three from 
drinking scenes, two from common trades of carpenter and confectioner, two 
from social customs, marriage and /oli, etc. The earth is trembling like a boat in a river, 
Arrows fall thick as heavy showers. Deadly bolts come hissing like snakes. Soldiers are 
locked in a deadly combat like he-buffaloes. Kalika is compared to a he-buffalo in her wild 
charge. Soldiers cut down are like logs of wood. They are struck down like trees, felled like 
towers or mountains and their dead bodies are trampled upon as if of drinkers. Homely 
images come in as picturesquely as those drawn from the grand aspects of nature. They 


appeal to the reader’s sense of beauty, wonder, awe and humour and offer a wealth of 


imaginative enjoyment, 


Word-pictures are profuse". The similes and metaphors are not all conventional or 
hackneyed, but fresh and startling". 


; ca (1), 36() , ae 20 os Rana ss 4. PouriS Se Pauri42 6. Pauri 2, 17, 29 7. Pauri 29 

‘ 9 Pauri 13 10, Pawri 47 li. PauriS 12. Pauris 13. Pauri 49 

14. qt tad «6a 6OCdlem Cat I 
vo owas we He Ge 7 Il 
Cis ayat az ala Bae oa {| Pauri 10, (253,45) 
aaa qs az1z1 aa TIHAr iI Puuri 11, (4) 
Wat see ag fear) Pawn 24,03) 
aut shal garam fgia aH lI Pauri 36, (3) 
qu ama is a aie aft alsa 
are Fat Msi sels ary sy | Pani sas) 
~~ . + ~ 
Head AS FhyyTsr SicL | na Fra Dak HF ll Pauri 49, (4) 

15. Pauri8, (5, 6, 7); Pauri 42,; Pauri 39, (8); Pauri 45; Pauri 53, (4, 5, 6). 
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In the Chandi di Var, along with Sirkhandi metre, the poet has adopted the Pauri 
form of verse which was the favourite of minstrels or bards who used to recite acts of heroism 
in old ballads of the middle ages, Pauri is a rhythmical composition summing up the descrip- 
tion of a war and it may be in a metrically regulated form or otherwise. For this reason, 
some consider it merely a section ofa long poem and not a meire. In the Chandi di Var 
the pauris are not metrically regulated. The number of feet are also different in different 
Pauris', Some begin with longer feet and end with shorter ones. There is no scheme in 
the alliteration and pauses, It appears the poet varies the length of the foot to avoid 
monotony. Sirkhandi metre used in Chandi di Var is characteristic of the Panjabi 


freedom-loving temperament. It has been used with perfect ease and an occasional rhyme 
does not appear to be obtrusive’. 


The Lahndi dialect has given Chandi di Var the ‘grace and strength of a perfect 
narrative’. Its dramatic excellences captivate the reader. It is the first Var of its kind, 
complete and exhaustive and in blank verse, used for the first time in the Panjabj 
literature. It is instinct with heroic sentiment and unsurpassed in contemporary verse. | 


As Analysis of the Pauris in the Chandi di Var according to the number of feet 


Feet Pauri No. Total Feet Pauri No. Total 
2 6 (Dobra). a; 8, 3, 4, 15, 20, 28, 39, 44, £5, 49. 9. 
4. 5, 75-32) 14, 16; 21,.22.28, 24, o. 2.) 8; ¥, 

27, 32; 37, 42,46, 47, 51. 16. 10, 33, 50. 2. 
5. 25, 26; 31, 48. 4, 11. 19, 40, 43 3. 
6. 1, 10, 11, 18, 17, 18, 30. Iz. 41, vg 
35, 36, 38, 53, 54, 55, 13. 55 
Fe 9, 29. 34, 62. 
2, (a) Se ast ge 4 gfe sa 4 SQA Ast il 
aa ajzit aa 138 T Pauri 7,(3,4) 
(b) ur as ata ome aftauala Fy EA FE Il 
feu tr ET HITCH II | 
az Tana at ait az i Pauri 49,(6,7,8>) 
° - > tc . 
(c) gar want «ale FS AE RHI FS I 


az fa aga aaa sta sat aaa Fs Il 


2 za Hit «AMAT FE I 
El faaz He SG BTS aS Pauri 50, (12,3) 


3. eq fam ame at aa it i 
ata az SHUS ara aaat il 
wala fact cars zie arg Il 
ae az Tag a aauadt i Panri 4, (2,34.5) 


gira aTAAT at HTS—=idUS 
ate we wat ma ‘se wat il 
az oat «=o aa tee fet 
aafa tT giad sana 0a Pauri 51 
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i. GIAN PRABODH GRANTH 


The Gian Prabodh Granth (the Book of Excellence of Wisdom) isa long poem in 
sixteen metres! consisting of two parts in 336 stanzas, each part having a theme of its own. 
In the firsti.e., the introductory part (1-125),the poet begins with salutations* to the Almighty 
and then sings His praises and enumerates His attributes and excellences*. His conception of 
Divinity is the same as 1s described in the Akal Ustart. The verse, the language and the style 
i 


Auslesis ats metres in the Gian Prabodh Granth 


Metre Serial No. Total Metre Serial No. Total 

1. Aradh Naraj 67—78. 12. 9. Naraj 9—90, 79—103. 37. 
2. Kabitta 40—4T. g. 10. Padhari 126—I41. 16. 
3. Chaupai 216218, 237949, 251, 952, 254271, Ei are ered rae 19. 
287—206. 12. Bhridh Naraj 104—108. i. 

4. Chhappai 32—39. 8. 13. Bhujang Prayat 1—8,169—215,219—236,272—286. &8, 
5. Totak 297—311. 15. ld. Rasawal 109—125. 1%. 
6. Tomar 312—333. 22. 16. Rual 142—168, 334—336. 30. 
7. Tribhangi 21—24, 26, 28, 30. 7. 16. Kalas 25, 27, 29, 31. 4. 
8. Dobra 250—253. 2. Grand Total 336, 


a. aml aq gt al fear || saet saz war cma 


sae fiat fenaat aed | weet wad wet wag i oP. 0) 
aul || alRateaz alert | aed Bat aaa sat | 


aa eG Sawa | at | aaa RAT GP) 
Compare AAAS aaa io afaastifa HIATT II 

ASTI aaraqdaa i Aalalg faegaraca tp oP. 29) 

GagaaasTa qazlasway TAWA aiaand tl 

4qaaaqa ATT Haase = WIARTRAT aiqaAa ll 

SAAZME aleaale afearare alqas | 

HAAATAAEAT qafatawladl aacfaztaat galt = aat || & P» Be) 
with auaelfade aazaas alae AS || 

qq aawas Hifasag aaqt | 

FATA BA qealaaral Paqaera BAA i 

a fF sa fsa waster a at nm BNL, @) 

4. (a) Compare az ae oad wa wen oAeM at aa I 


fara «quay ga Male fa sig a aH I 
aafqeart «aang «ata OS Cara oqrafe II 
aa a@anl aa faaa faa a aa aarale 1 
FAAS aH ataafaac 86 afwafaarm I 
aeqa add aa oafaa ara fatsta qq aM il G. P., (92) 
wih ee aT ga] gH aMeT we Paaeret 
ya RA TATA CATA AF STAT aw fat fast 
qe ah wel mt wae a aa a aae He aad a 
aa ae aq et qsitsr ac at wt et aa a mt ny 4 UG 
Continued 
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are also about the same. The poet rises to the same heights of grandeur and achieves the 
same perfection of technique’. 


The second part consists of 211 stanzas (126-366) of four lines each. The theme 
of this partis the practical philosophy of the world. The argument and exposition are 
elaborated in the form of a dialogue, reminiscent of the one in the Bhagwad Gita, between 
Jivatma and Ishwaratma. After defining the nature of these two and Brahma, the 
Guru explains? in reply to a question by the Jivatma that the practical philosophy of the world 


is four-fold: politics (Raj Dharam), charity (Dan Dharam), house-hold life (Bhog Dharam) 


and 
az 8 aguada a saat Ra @ aue fafa mest il 
ac ata oa a wfast aw ax wt a aa a seat ll 
qe ap wat mt sana fag aaa adaa faarzar tl 


fart aa fee Aoaa a fae wt afaas at aa atest 4B» Cm 
and 
aq fa a saat faz ate aq ada I 
aqme oF aah Anta Taal 7% aa il 
sag faac ase Aaa FT RT AA II 
Sa aa ware OOO GATT I A. U. (183) 


Compare «= aaa ala Se fagat wer me gaat fags sre faaar gars?é I 
ua dtataae et wa ta we ait HW ginaein % gaze | 
faa at fafra 2 qeaar aaa? 9 faag % faa 2% faqa sremse I 
aqq % 2a 2 faa st age fe usa Has ze fH waa siase lo GP) 


with facge fama a fe gat aaa at feysa % 4a al fe ara Harala at ll 
qa & aa gaga% feaar ta al % faear feat aay Aerara er 
fafa % fran et f aa waare at PH faaar vi acta eth Bra st ara al I 
aa Souda aad % waa fe saat aa at fH faa s ora ay uw AC 1%) 
Also with A. U., (90, 245, 249, 250, 251) 


Bast 


1, Compare gga gat gaat fea aalac = agarat gala mee |) 
. ~ Cal » tc 
Saqa fadac azaa aerat asia arattaat argc | 


Radiat gaat fafearae aaa fara at ama aa fare a oet 
asta & Ut AeA FH ASIST Cal Ua As AI Fa KIA yas2 i) GP. (62) 


At Ral Maat se sal GAT aE Sal ga sagZ! F Fa 
dadt dt diaren dtr at games TAT ee AN Ae ATA faq Ba 
qt varare BU Fel WAIT al at gtaag ale tel BA 
dat al dzdaie sical at aiarais aicia faa vat aradt at fa 
eq saa TH WAAR | BANS BRI Aaey AAA I 
sales aa armada || Usa uy aaa ag tl SP. (26) 
saha saat aaa da i say | weT ATT | T II 


with 


ay a Ww wy 


I] A.U.,(264) 


te 


Continaced 


ge asa ose 6 oataar aaa |i fe alfaa af afsala faafa a Ff } 
a 
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and salvation (Moksh Dhara). How this four-fold religion of man ts to b2 lived up to ig 
illustrated from the legendary history of the kings commencing with Raja Shantanu down 
to the war of the Mahabharat, from the reign of Yudhisthir and his brothers and from the 
history of Parikhshit who succeeded Yudhisthir, of his son and successor Janmejya 
and of the latter’s son and successor, Ajai Singh, born of a slave mother. 
This wisdom, Yudhisthir and his brothers learnt at the feet of Bhisham Pitamah 
before he expired in the battle-field of Kurukshetra. It is pointed out in the 
course of a discourse that withthe advent of Kaliyug, the virtues of truth, mercy 
and asceticism must disappear and that the worst features of the age consisting in gambling, 
drinking, violence, adultery, falsehood, sensuality, intolerance and self assertiveness would 


Qt AAT FS 


afe aan asife arama u fae aia afa afane sae |) 
fae wz uw al aca ala i fae aa faa ara frana i (128) 
Zia asa alfaat a stg afeat a se a areal aU | 
fast aan aaa aq wai fe aa faa aa ara qa | (129) 
aq ada aft af sagiufedt a aa afeal a oe i 
al ot Oe OTH OHM ae a faq art a aa i (130) 
1 gh Fal Fad saa 24 || BaaTAT afaz aa 
ae 6 arate KZA Pee aaeaen—ssfaest ate ara (191) 
SUG WA eh a Mase A aa pH Ae #a | 
S% 6AGta «aa aT Ad ll A Baa Gaal =| GST (192) 
Zh UN Ge eh BA ga ll ze At wa se alsara ll 
qq el aaa fart | a Oa WG TI I (133) 
aaa ml aa iam oaanfaa ga am fea fauna i 
af 3 WA gum giya wa awa sary Os 
a gT we RA oF BAN TAT BAT | TAT | aT Il 
a ae at aoa ana a ose a ahaa ae I (139) 
saat ot anit at we omdtg i fe aera af sq Zig 1 
aq at aT RMU FZ aMius afar yz AM ay || 2) 
de mds faeq wat deat saa ne a 
fe wat gs flan gary aa Ae aT FAT I (137) 
gina oeat ovat fear ida are ga Taal | 
afeza weal eau ata ll anale ys asH Fada | (138) 
w2 onaty)Oateai aa i fa asia az 0 owe | 
aieql § SA Wuala fa ll Aa 4x wa 0s ata il (139) 
ar as den cit adigiassa fam ze sq 7g I 
gh su Fla aa fa UF ae a a HT | CAIs I ay) 
aq a 78 2 a wifsa fer aae Fa 3a | 
was 9s tt sal sata fay ag gag far waa tl (1a) 
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predominate. The lege 


egendary history of these kings is a tissue of incidents, probable and 
improbable, the lust for sex and revenge, conflicts and battles, intrigues and wholesale 
murders, forced marriages and niyog, tratricide and fraud. The rishis are as much guilty of 


unworthy conduct as kings, mothers no less than brothers. The fate of most of the characters 


in these dramas is tragic and offers, therefore, food for thought and teaches philosophy by 
example, 

The two supernatural elements are the curse called down on Parikshit by the son of 
Shamik Rishi and Tachhak, the serpent, which bit the former in the disguise of a worm 
lying inthe core of a fruit, Kashyap Rishi is bribed by the snake to keep his- remedy 
of snake-bite to himself. Uttank Rishi incites king Janmejaya to avenge his father’s 
murder upon Tachhak but Austik Rishi, by a counter-move, made him give up his 
resolve. So in thes: conflicts of passions and clashes of motives the reader is given an 
insight into the human conduct, 

The latter part of the Gian Prabodh would appearto form a poem byitself. The nature 
of its theme is that of a heroic romance while that of the first part is lyrical and-meditative, 
Since it is an account of historical and legendary incidents, it is a narrative in character 
and has little lyrical or descriptive in it. It has the interest of romance and history blended 
into that of an historical tale. It has dramatic episodes like that of Parikshit’s despair at 
the indifference of Shamik Rishi, the curse called on by his son, the wholesale murder of 


the Brahmans, the demonstration by Tachhak of his deadly poison and the scene between 
Ajai Singh and his brothers, 


From the name of this composition as well as the outline thereof as given by 
the poet after the introduction, it appears that either this work has not come down to 
us in full or the poet could not complete it due to his preoccupations, The only available 
part of the work is the introduction and one of the four stages of the evolution of 
religion which the poet wanted to discuss. [twas probably intended to be another 
monumental work like the Bachitra Natak Granth. The available part alone is sufficient 
to rank it amongst the best metaphysical poetry in Hindi literature, 


12, SHABAD HAZARE 

The Shahads immediately following the Rudra Aytar are hymns in 38 couplets. 
These Shabads are ten in number; all except one contain four couplets, The shortest of 
these isthe sixth which reads like a lyric in two couplets. These shabads are musical 
compositions in Ramkali, Sorath, Kalyan, Bilawal, Devgandhari, Khial, and Tilang-Kafi 
rags. It was a convention with the old sidh saints to compose the songs under 
some rag or other, e.g., Gavra (gauri), Dhanasar, etc. This tradition is noticeable in 
‘Sur Das, Tulsi Das and other saints like Dadu. In the Adi Granth also the rags of songs 
are mentioned. The songs of Kabir collected in the Adi Granth are also composed in the 
rags mentioned as titles to them’. Guru Gobind Singh, a saint-poetas he was, made use 
of this prevalent poetic form popular with the Saint-poets and imbued it with his 
own preachings. 


1, H. A., 105 
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In these Shabads, the Guru discourages asceticism, yog, worldly attachment, 
worship of gods and goddesses and their incarnations. and idolatry. In place of asceticism, 
he enjoins the inculcation of mental detachment, continence, divine knowledge, prayers, 
communion with God and the love of His name together with contentment and 
peace and avoidance of lust, anger, pride, greed and obstinacy. In place of yog, he 
stresses the importance of truthfulness, sincerity, self-restraint, temperance, self-instruction, 
love of His name and meditation®. Preaching of sermons to others should be given up for the 
Pursuit of self-knowledge. Religious shows should be replaced by contemplation and humi- 
lity ®. The Guru’s conception of divinity, as expounded in these shabads, is not new but 
the one already given in Jap Sahib and the Adi Granth. He is lacomprehensible, the Subtlest 
of the subtle (Sucham te Sucham), the Formless,and [Immovable ( Nirakar), Undefiled (Niran- 
jan), above sin (Nirvikar), Ocean of mercy (Kirpa sindh), the Seer of past, present and future 
(Kal Trai Darshi), the Destroyer of miseries and evil actions, the Giver of Salvation, the 
Premier(Adi) God. Here too God is described as the Wielder of sword (Asidhari) the Archer 


me asa qaanet | Qo 
t wa var aft dfasrar i 
qa aac aq eR ame aadl ae sz 8 i cers ll 
WI al Aaah al AAT an 4 aaa aera | 
fista ae saa stag ate faye wast en 
Say Bae gat at fag Ta fear aq ofa 1 
dia ata aa fale gat fauna aifa 3 1 
Bla aT Eat ARI es mie a ua at war T 
aa dl aan aa a Ba TH We Re Ta 13 Il 
UWHHAT WaAaATEl Yo 
2, t aa ge fafa sit sara 
fast ara sage soot faera faya serait ii % 1 cars | 
aat vg stan afe ec at frear aa ae 
Tt WH at ag at at sa UT wae II 
wae Ta ata cit aft fsa ma award i 
ale oP we 24 araq afa af af ate fart 2 
maa sata ay as oT | aT ATT II 
aq t aaa ot sar wa a wae amt 131 
Be Tasal WaAaT Fo 
Tat Wat Re TT ATT I 
aaa wer ate fast A wag" qfat & HTT 1 2 | LETS Ih 
aia ast sataa 2 aq ae wate a ant | 
fava wer ot fafaaa ae zag ftia aatt 0 
aaa WA wa A lag aa a Bau | 
aag ait aq faata stam og af ani 2 
ot aq qm afe a? are ora & ant 
a ge Wel aa aaa at at eft Rca Tat 3 
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(Dhanurpan), and yet stainless. At the end, the Guru lays emphasis on the worship of God 
Himself and the love of His name’. 

The most touching of these is the sixth shabad composed in the rag ‘Khial’. This 
hymn is human in its emotion and bereavement. It has only four verses charged with pathetic 
feelings, aroused at the death of a friend,Bhai Mahan Singh, at the battle-field of Muktasar’. 
Another view is that while giving a hearty send-off, from the besieged fortress of 
Chamkaur, to his two elder sons to the battlefield for waging the crusade against the 
tyrants and laying down their lives for the sacred cause, the Guru thought that his sons 
were going after their death to God from whom he himself was separated. Through his 
sons he sent, in the form of this lyric, a message to Him. Again, according to others, 
after the battle of Chamkaur when the Guru had lost all the four of his sons and was 
without any company, shelter or succour'in the forest of Machhiwara, he sang this 
famous song, 

Mitra pyare nun hal muridan da Kahna*— 

“Beloved friend, beloved God, Thou must hear 

Thy servant’s plight when Thou art not near. 

The comfort’s cloak is as a pall of pest, 

The home is like the serpent’s nest. 

The wine chokes like the hangman’s noose. 

The goblet’s edge is like the assasin’s knife. 

But with Thee shall [ in adversity dwell, 

Now without Thee life of ease is life in hell.°”’ 

The imagery is rich and abundant. Image follows image in quick succession 
like the homely image of the quilt and the snake, the furnaces, the wild images of the 
thorn and the snake, the profane images of the wine vessel and the goblet, the destructive 
image of dagger and butcher's knife, and lastly, the charming imagery of the sweet- 
heart and a bed of straw. 

If poetry is a spontaneous outburst of powerfulemotions, this hymn of Guru 
Gobind Singh must be classed as poztry of the highest order, for, it is an unpremeditated 


1. wat ales Waaret eo 
a GB a me aA EA Il 

Aas  aet asa alaqwa Fal il Ci ters | 
MARE WHAL Fadi Wad  WARERT Il 

apaq owersifa want aM get at 
farfaare farge fag fag faxfaa ate faart | 

faafat TAA simanaraant tt 2 tl 
qaqa fgaar amet afafaere alee i 


at ufaaz araeramia ae mle ag sat 3 i 
2, The Jap (translated and annotated by 5. Brijinder Singh, Amritsar 1925), p. 46, It is probably due to this meident chat 
Brijinder Singh thinks that the title of the whole composition is given as Hazare, Also see page Y. 
3. The Sikh Review, May 1955, p. 35. 


4, fase Waalat Ro 
fra foant = era quel ar weur Il 
aq fag tig ergata seu art faarar? te Il 
ga qué) dae fear fay wargat a aaa 
ams aT MO aS Si aE aisal T TEU I 
5. Pootically rendered by 8. Khushwant Singh—The Spokesman, Guru Gobind Singh Number, 1952, p. 12, 
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and spontaneous strain of a spiritu 
Strains of over-powering music. 


These shabads are traditionally called Shabad Hazare or Hazare Shabad or Hazare- 
Ke-Shabad. Cunningham is, however, of the opinion that these were originally intended to 
be a thousand (Hazaar) verses of the metre called Shabad!. Others believe that these verses 
were addressed to the Guru’s Sangat or followers who had come from the district of 
Hazara in the North-West Frontier Province to have his darshan*. There is another view that 
these shabads are named after the sixth hymn depicting the pangs of separation (Hijer) of 
the love-lorn soul of the Guru. Some others hold the view that they are called Hazare- 
Ke-Shabad, because the Guru uttered them in a sigh or spirit of divine bereavement’. 

Incidentally, it may be interesting to note that literally the word Hazara means a 
fountain‘ also. It may, therefore, be construed that because these shabads gushed forth 
as if from a spiritual fountain sprinkling soothing drops on the restless souls of the 
Guru’s disciples, they came to be known as Shabad Hazare. 

Whatever be the reason for the naming of these hymns as such, they are an invaluable 
and beautiful short composition for the reason that they bring out Guru Gobind Singh’s 
Opinions on Yog, Sanyas, the religion of love and his sad plight in separation from God 
and instil devotional fervour in the reader. They are also notable for the speciality 
of music, the serenity of thought and style and the technique of composition. These 
shabads are a fine example of Sant Kavya in Hindi literature. 


ally intoxicated love-lorn person pouring forth the 


13. SRI Muxapax Swarya 

This is another long poem like the Akal Ustat composed in thirty-two stanzas of four 
lines each. Each verse has about eight feet corresponding to the thirty marras, Next to 
Jhoolna metre, it:is the longest line, longer than the Alexandrine which we meet occasionally 
in poems like Spencer's Fairy Queen and Shelley's Sky Lark. There the Alexandrine occurs. 
Oncé in a stanza of nine or five lines but here we have thirty-two stanzas of four lines, each 
having nearly eight feet, [t reveals great technical mastery, patient craftsmanship and 
elaborate versification. Naturally the speed of such metres cannot be rapid. Since there was. 
no practice of marking a pause, it was left to the reader to fix a pause for himself according 
to the rhythm in the line. Such a metre is ill-suited to the description of action, for, as we 
noticed in the Chandi Charitra and the Chandi di Var, it must corres pond with the rhythm of 
action, This metre, however, is used here to describe abstract thoughts and reflections in a 
critical style which is in marked contrast with the well-krown Swaivas of Raskhan in Hindi 
literature which teem with erotic sentiment. 

The theme of the Swaiyas, to begin with, is divinity. In the first eleven stanzas the 
nature and attributes” of God are given as in the Shabad Hazare, the Akal Ustat, etc. Tn the 


SL LS ae a eee as eae 1 Se a es  - - 
1, H.8. 356. 2. The Jap : Brijinder Singh, P. V. $. The Jap : Brijinder Singh, P/V. 
4. Sankshipta Hindi Shabda Sagar, Nagari Pracharini Sabba, Samyata 2002 2, 1V Edition, Page 1303. 


ast-—fao (Fo) (Gat) frat ase ay aga alae dafsar Al | azaca | dar Jo’ Fare | Bar 


5, In some editions the number of stanzas is thirty-three and hsnee the eompésition is known as “Tetia Swaiya’. 
é. af oa2t ower oaaaa oat safe ama aa 21 
aa 7a gH aan aa osama dia afta. aa 2 I 
aie silat sat saz af ose te ot 2 1 
EI EI ata sag daca fara az 2 | sav 
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next seven stanzas (12-16 and 22-23), it is explained to the reader that Ram, Krishna, Shiv, 
Brahma and Vishnu cannot be identified with God. They were mortals. They committed 
mistakes and suffered heavily for them. They should not, therefore, be regarded as objects 
of worship. Nor should the disciple pay attention to the ways of sanyasis and yogist. 
Idolatry, too (19,21) cannot help the seeker to elevate him spiritually» Nor can the study 
of the Vedas, pilgrimages and other activities (24-25) do him any good*, The yogis and 
They are 
huntsmen who in the guise of hypocrisy shoot their victims (26-30). Man should not lose 
himself in foolish activities and vain deeds, nor forget himself in the company of friends, 


companions or disciples, for neither one’s property, nor one's friends are loyal to the 
mortal to the last (31-32)°. 


sanyasis and masands simply loot people without uplifting’ them spiritually. 


with an admonition against worldly attachment. 


1- 


Stal ua sates aff awe aaa FFE Ta F Il 


sag wre Se fae oat fee sreN Bet TR WATT II 
da aeq faa fag 9 fa a oat wy ode aa | I 
adiat aft sy ais faze ae Wea aaa x II 
aa at aa aft nu wa a waa geil 
aaqo@a fae suet ya | 6oafara ose fate Il 
saw fettit oR aT OR ORAaOBAIe 
taada a Gow FT we A TEA are II 
me to TAI Wet 83 FH Wet F WHat ae Il 
art at gaaq at & fae gaa at aa oata fae i 
aft fasfr® dat fax am % at aa gfe art i 
alt sl ea sala «Gal ofa He TM at OG oaTeT II 
jz oda Oe ed fA OO fe Ot Ofer 
qaqa ae oma feat om me Ba dt HOA aaa i 
qaea at saga at fac foe fafa ag ate a art i 
t oat as aye sy oa oa gs ee | BERT I 
a ga & we sferaa aia a fae ay ama | 
mg samme & fe st fe aa dt aa & wa feet 1 
at oats ose gaa od ale 6% fa fa afeena i 
safe fa aa Ra Rat a Fe a aH aad UI 
siaa watt aa at sk 9g alma ale ane fear i 
a aagq aa fat aaa at gif safe fant i 
St wadla wa fate 2a a aia wa gata fea tl 
at 2 Ww awa @ wa a saar ® aa ma I 
dq} ada ama é ga t we da qe faa uf ae I 
Tw aT awa aa ge OTT PTRITE. BIS 22 II 
wa wet ad ae sat sea ma fama we 2 II 
aq t fasta aa ww wa et ae meat Fe 
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(19) 


(25) 


(26) 


(29) 


(30) 


In brief, the poet has treated two themes—God and religious practices, concluding 
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14. Swarya Jo Kicas Eexsu Lixuro BiDaNa 


Swaiya Jo Kichh Lekh Likkio Bidhna popularly known as the Khalse Di Mahima is a 
poem of three stanzas and a couplet, fourteen lines in all. They are believedto have been 
addressed by Guru Gobind Singh to Pandit Kesho Dutt, a great scholar who, on the 
conclusion of the sacrifice (pagya) at Naina Devi, protested against his giving alms 
(yagyadan)to his low-caste Sikhs and not to the Brahmans. In reply to it the Guru defended 
his action by exalting the Sikhs to the rank of Brahmans. As the dialogue is interesting, a 
translation of the poem is given below:— 

“Whatever God wrote in thy destiny, thou hast obtained, O Brahman, banish thy regret. 
It is not my fault that it escaped my memory, think not of anger. 
I shall send thee clothes and bedding today, be thoroughly assured of this. 


Kesho replied - All Khatris are made by the Brahmans. The Guru - Look on my Sikhs here with 
a glance of favour, 


My victories in battle have been through their favour, through their favour I have already made 
gifts, 

Through their favour all my troubles have been removed, through their favour again my house is 
replenished. 


Through their favour I have acquired knowledge, through their kindness all my enemies have 
been killed, 


Through their favour I am exalted ; otherwise there are millions of ordinary men like myself, 

To serve them pleaseth my heart, no other service is dear to my soul, 

To bestow gifts on them only is proper ; making gifts to others is not profitable for my Sikhs. 

To bestow upon them will bear fruit in the next world and will bring honour even in this, to 

bestow on others is altogether useless, 

All the wealth of my house with my soul and body is for them. 

The Brahman became angry and his heart began to fry and burn like dry grass. 

He wept at the custom which had been established for the future®’’ 

This short poem shows Guru Gobind Singh’s humility and intense consciousness 

of the vitality of his Khalsa, and his love for the so called low-caste people. He had faith in 


the collective wisdom of his followers rather than in the devotion ofa favourite few. 


————$ ar 


Analysis of the Metres in the Khalse Di Mahima 
1. Swaiya — 1, 2, 3. 2. Dohra — 4 Grand Total — 4 


2, aT at fey wg afest fear ae gag fire Hala fare 
Hl ey my mel oa Ome A BM a ag Aare II 
amt faereit ge gt sy wa gn al fet stax aa | 
gat ae fea fans gag @ aay fer & Ret a 
ga fa gate sare eat S sae gear at i 
aq IT et a gS salt et a fier gaara wt I 
gt gl % safe gfafter as zadt A feu aa aa atti 
a oe] St faeat ae of a a a onda Hog 
aq ot gt a wat ax a Ba gaa a ot at i 
aa eat osedt Bt oa ae Se at aia a ama AAT II 


a Fe geet St Oat nH wa ae zat aa DAT II 
Ws 4 ae Tans fe a we tah whi «& 


qei— wie fr # wt fu fat sar az i 
aa a= *% ?@ an am fa yy teh »w 
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15. SASTRA NAM MALA 


The Sastra Nam Mala (String of the names of weapons) appears to be an 


exhaustive catalogue of weapons used in warfare in the days of the Guru. It is not merely an 


objective description of the weapons but their panegyric for the brave deeds of heroism 
which their wielders have performed in the service of their cause, telling at the same time 
the stories of the gods and demons who wielded them. The Sastra Nam Mala is composed 
in 1318 stanzas and couplets, and in seven metres’, viz.,Arilla (253), Sortha(2), Chaupai (344) 
Chhand Sadharan (5), Chhand Wadda (1), Dohra (716), and Ruamal (2). 


This composition is further remarkable fortwo things. Firstly, it begins with 
the personification of each of the weapons, and concludes again with the 


1, Analysis of the Metres in the Sastra Nam Mala 


Arilla. 37, 697, 717, 718, 719, 742, 743, 744, 754, 755, 756, 764, 765, 767, 768, 769, 774, 787, 788, 789, 791, 
793, 800, 803, 807, 808, 809, 810, S11, $12, 813, 814, 820, 899, 833, 834, 839, 847, 948, 849, 850, 854, 
S61, 862, 867, 868, 869, 870, 873, 874, 875, 876, S77, 878, 883, 886, 886, 887, S88, 889, 890, 891, 892, 
193, 894, 895, 896, 897, 899, 906, 911, 921, 932, 933, 938, 940, 965, 965, 975, 976, 999, 1000, 1001, 1002, 
1010, 1011, 1016, 1017, 1022, 1023, 1024, 1025, 1026,1027, 1028, 1029, 1030, 1031, 1032, 1033, 1034, 1635, 1036, 1037, 1038, 
1039, 1040, 1041, 1042, 1043, 1053, 1054, 1055, 1060,1061, 1062, 1968, 1072, 1076, 1077, 1078, 1079, 1080, 1081, 1082, 1083, 
1091, 1100, 1103, 1104, 1105, 1106, 1107, 1110, 1111,1118, 1114, 1123, 1124, 1131, 1132, 1135, 1197, L141, 1142, 1143, 1144, 
1146, 1149, 1150, 1157, 1162, 1165, 1166, 1167, 1168,1172, 1173, 1174, 1179, 1180, 1193, 1196, 1197, 1198, 1199, 1200, 1204, 
1205, 1206, 1207, 1200, 120, 1212, 1213, 1215, 1219,1220, 1221, 1222, 1228, 1224, 1225, 1226, 1227, 1228, 1210, 1231, 1132, 
1233, 1234, 1235, 1236, 1237, 1238, 1239, 1240, 1241,1242, 1243, 1244, 1245, 1246, 1247, 1249, 1266, 1267, 1268, 1269, 1270, 
1271, 1272, 1276, 1277, 1279, 1280, 1281, 1282, 1283,1284, 1285, 1286, 1287, 1288, 1289, 1290, 1291, 1292, 1293, 1294, 1295, 
1296, 1207, 1298, 1299, 1300, 1301, 1302, 1303, 1304,1305. 1307, 1808, 1309, 1310, 1311, 1312, 1313, 1314, 1315, 1316, 1317, 
1318. 253. 


Sortha. 107, 168. 


Cheupsi 673, 674, 685, 686, 687, 688, 689, 690, 691, 692, 693, 604, 695, 696, 700, 701, 702, 703, 704, 705, 706, 
707, 708, 709, 710, 711, 712, 713, 714, 720, 721, 722, 728, 724, 726, 727, 728, 730, 731, 787, 788, 739, 
741, 745, 746, 747, 748, 749, 750, 751, 752, 753, 757, 758, 759, 760, 761, 766, 771, 772, 773, 775, 76, 
777, 778, 779, 780, 782, 783, 784, 785, 786, 790, 794, 795, 796, 797, 798, 802, 803, 804, 805, 806, S17, 
$18, 819, 821, 828, 824, S25, 826, 827, 828, 829, 830, S31, 835, 836, 837, $38, S40, S41, 842, 843, S44. 
945, 946, 851, 852, 853, 355, 856, 357, 858, 859, 860, 363, 864, 865, 866, 871, 872, 879, 880, 881, 882, 
884, 898, 900, 901, 902, 903, 904, 905, 907, 908, 909, 910, 912, 913, 914, 915, 916, 917, 918, 919, 920, 
999. 993, 924, 925, 926, 927, 928, 929, 930, 931, 934, 925, 936, 937, 939, Y41, 942, 943, O44, 945, 946, 
947, 948, 949, 950, 961, 952, 953, 954, 955, 956, 957, 958, 959, 960, 961, 962, 963, 964, 967, 968, 969, 
070, 971, 972, 973, 974, 977, 978, 979, 980, OSI. 982, 983, 984,/ 985, 986, 987, 981, 990, 991, 992, 993, 
994, 905, 996, 997, G98, 1003, 1004, 1005, 1006, 1007, 1008, 1009, 1012, 1018, 1014, 1015, 1018, 1019, 1020, 1021, 1044, 
1045, 1051, 1066, 1057, 1068, 1059, 1068, 1064, 1065, 1066, 1067, 1069, 1070, 1071, 1073, 1074, 1075, 1084, 1085, 1086, 1087, 
1088, 1089, 1090, 1092, 1093, 1094, 1026, 1096, 1097, 1098, 1099, 1101, 1102, 1108, 1109, 1112, 1125, 1126, 1127, 1128, 1129, 
1130, 1194, 1136, 1188, 1139, 1140, 1145, 1147, 1148, 1151, 1152, 1153, 1154, 1155, 1156, 1158. 1159, 1160, 1163, 1164, 1180, 
1170, 1171, 1175, 1176, 1177, 1178, 1181, 1182, 1183, 1184, 1185, 1186, 1187, 1182, 1189, 1190, 1101, 1192, 1194, 1195, 1201, 
1202, 1203, 1208, 1211, 1214, 1218, 1229, 1248, 1260, 1251, 1252, 1253, 1254, 1255, 1256, 1257, 1258, 1259, 1260, 1261, 1262, 


1263, 1264, 1265, 1273, 1274, 1275, 1278, 1306. 344 
| 
@hhand. 725, 729, 734, 735, 989. 5 (Sadharam). 
736, 1 (Wadda).- 1 
Dohra i—36, 38—106, 108—167, 169=252, 253-—460,0461 672, 675—654, 698'—69), TL5—716, 732, 733, 740, 762, 763, 
770, 782, 792, 799, 815, 816, $32, 1046—1050, 1052, L115—L122, 1216,. 1217. TW1 


2 


Ruamal 1133, 1161. eet 
f Grand Total 1318 
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worship of God through the medium of these weapons!. Secondly, in enumerating the 
weapons of war, the poet has used all possible names of the weapons and also adopted 
periphrases which lend dignity and grandeur to the style. It reminds oneof Milton’s 
science of names in which the proper names heighten the diction of poetry. 

These periphrases are like puzzlesto be solved by the ingenious*, For instance, 


‘in the verse 


Hart pati pati pati patini bhanijiyai 
Arini tan ke ant Sabad ko dijiyai 
Sakal tupak ke naam dijiyai 
Ho kabita kabi ke manjh nisank bhakhayai* 
the poet wants the reader to construe first Hari pati pati pati patini and add to this 


‘the word arini. The poet further concludes that thus the wise would know the name of 


es a 
1. S.N., (1—27) 


zlatuI— aig aay aH CIRCOTHaLATT II 
aaiae saat =I EH OZAIT II 8. N., (1) 
aa fea au at ah ga aq az i 
eqaiay «6 Gata (Ga aU (iC OCT 8. N., (2) 
aA farm = est ae ge Tat He AT 
ah 20 ae aeat 8 az eae | NC 8.N., (3) 
aaa saa gaat fag gad aaa faa | 
erates 6oga odto ad Ogee oaraT I 8.N., (7) 
ait sett | 6tre 6OH OG faat oe ara 
at ow ow oF wee we aa aie ora il 8.N., (11) 
qa ma gt a az ga ao ait gta i 
au Ma att atl Ge RW azaz | S.N., (13) 
qat ua at feat ga ast faaa al 7 il 
dal THT aH Ta Bt gel oat at ag fk 8. N., (17) 


2. S.N. (28—1318) 
atz— faeaaacafaa aie afasst |) ar oat aff are oz RS I 


aA Hat FH) FEC aate | aa at a gah HB aria |) | SN, (63) 
qaaqzay | aeatuafa = aa | tate arse og otra II 
aq ot at age SB mA | ar A Me oH oaat oaraT SNe (888) 
fafaa sanaata aif aarag | at at af of aaz TATAg II 
ea aaz Ht age Tae | ara gue OTe fasten SN. 8) 


3, H.L., 63 


4 sfga— ax ofa ofa ofa act arfz wate |) eat ae sia aT at AST I 
aaa da Fan age sa aeaiet  glafaa afa & aha fra 6 aqmrata || S-N.(1247) 

abo = sgigit CIE BAT FE was i dtaae fas gele sia fae TAs I 
qgt ag 9 Ba aaa H AMG | Bl qat gTH Fs aH Az ala efit | s..N.,(1305) 

auf aaa faa oe at agfa aaa | ae ae ae faa are are ate arte 
fig az wie gas mH ceria | stata ala Saife fads garaie 1) 8 N39 
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tupak i. ¢., a small cannon. The word:‘cannon’ can be arrived at in the following manner’:— 
Hari — Elephant 
Hari pati — (lord of elephants) Airawat 
Hari pati pati —(Possessor of Airawat) Indra 
Hari pati pati pati — (Lord of Indrai, e., Kashyap, his) earth 
Hari pati pati pati patini (patini of the earth) army* 

_ Hari pati pati pati patini arini— (The enemy i. e., destroyer of the army) cannon.’ 

This kind of composition requires a thorough knowledge of the Hindu mythology 
and study of Sanskrit language on the part of the poet to compose and the reader to 
understand, | 

The view that the Guru devoted so much time to compose 1318 emblematic verses 
merely to show his linguistic excellence’, would perhaps be unjust to him. There is no doubt 
that he had a command over language but a leader of his type, and particularly when he 
was engaged in the battle of life involving multifarious activities directed against political 
tyrannies and social evils, could hardly afford to indulge in compositions of a purely 
linguistic nature. A close examination of the verses of the Sastra Nam Mala reveals also his 
varied conceptions of what may ordinarily appear to be the instruments of mere destruction. 
To the Guru, arrow, spear, sword, etc., are the means of the worship of God asthey are 
the main source of strength in the holy war. To bring home to his disciples, coming as they 
did from various religious creeds, that the war for which they had been militarised was no 
other than the holy one, the Guru put these weapons in the mythological set-up to secure 
their ready acceptance, fill their hearts with valour to defend their faith, incite them to acts 
of bravery and inspire them with the love for weapons and ardour for religious warfaret. 

These emblematic verses helped the Guru to establish the sanctity of the war he 
waged against those who were the enemies not only of the people of his time but of all 
their mythological gods. 

This composition refiects the taste of the times. It has also a historical import In 
that it is attempted in a conventional literary style®, having for its model the emblematic 
verses of great masters. The Sasira Nam Mala has, therefore, apparently the same 
importance as the Sandha Bhasha, Ulta Bansian and Drishtikut of Sahajyant and Nath Panth 
yogis, and of great poets Chand, Vidyapati, Kabir, Sur and others, are said to have’. 


hi Giani Harnam Singh Ballabh, in his Shri Dashmesh Kayya Pradeep p+ 38, explains the first quarter o fvaiee Hol 455 FE 
aft—aral, 
afafa—( atfaal at earl) Guat eral, 
sfeqfaafa—( turaa areal Br RATA) Fz 
efgfaafagfa— ( 37a tale BAI ai) gual 
afeafaafaafagaalt— ( geaisia 3 afm) afar 
efeqtagfagiaramiaean— Bar al waa ) aga 


% From Patin: Foot soldier of the earth—s, E, Di, 312 

4. The Sikh Review, Tuly, 1955, P, 23. 4, Sy Ri Vol, V.,° 83 

. gaa am wal # aaat ara, fea aca sea Zt sar, eiteqzt A Ata Age Pred 
8 faz gs Bt Bw aad H gal al AWAATAT HS TUE AT | Report Soahak Committee 1, 10. 

4. H. B., 24,35; H. 8, 23, 
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16. PAKHYAN CHARITRA’® 
Introduction 

The Pakhyan Chairtra is a collection of four hundred and four! romantic tales mainly 
of women, told in verse in mixed Panjabi and Braji*. Oman in his book the Mystics, Ascetics 
and Saints of India, tells a very inleresting story which, according to him, was the inspiring 
motive or origin of these four hundred and f our tales, He says, a beautiful widow, Anup 
Kaur of Lahore, resolved to try her art upon the Guru and tried to decoy him in the form 
of a youthful sadhu who would reveal to the Guru the goddess Debi herself on a lovely 
spot at midnight. The Guru was shocked by her wile when he discovered her purpose , and 
was caught in an embarrasing situation, though he extricated himself from it unscathed, 
The plot, however, adds Oman, made a deep impression on him, and he wrote or more 
likely, collected no less than four hundred and four tales onthe wiles of women for the 
timely warning, it is said, of his simple followers’, 


The aim of the Pakhyan Charitra, therefore, seems to be ethical, to raise the moral 
Standard of the readers by examples both good and bad, which may inspire them to a 
nobler conduct or warn them against the wiles of the perverse and the unscrupulous, 
Well bas the author said in verse 404 of the last charitra : 

If a dumb fellow hears it, he will enjoy it, 
Ifa stupid fellow he be, he would be shrewdé. 

As rightly called by Dr. Mohan Singh Diwana, it is an encyclopaedia of almost 
all Panjabi, Non-Panjabi, Indian and Non-Indian tales known to mediaeval India 
like the Italian Cento Novelle Antiche and a veritable mine of history, mythology, 
geography and legendary lore, of customs and prejudices of the times. It 
illustrates, mostly, the character and disposition of women. A step-mother en- 
amoured of her step-son, the heir of a monarchy, not gratified in her desires by him, 
represents to her husband alleging his evil designs upon her honour, where-upon the king 
orders his execution®, The ministers intervene and procure a respite by enlarging upon a 
series of tales about the nature of women. 


The tales fall in three groups: tales of brave deeds performed in war, tales of self- 
sacrifice for honour’s sake,and tales of amorous adventures. There is no such unity of design 
in the narratives as controls the scheme of stories in the Hitopadesh, Arabian Nights and 
De Cameron. The tales are not arranged according to any scheme, theme, source or 


— ee 


*The term Pakhyan isan Apabhransh form of the sanskrit word Upakhyan which means a short tale, a narrative, an episode 
orrepétition ofa story already told, The term charitra obviously does not stand for wiles though most of the stories do relate 
tothemin this work The term Pakhyan Charitra simply means character narratives because some of the tales, eg., Dhola 
Maru, Kam Kandla, Nal Damayanti, ete, collected in the Pakhyan Charitra are saidto havo been already 
Hindi literature. HB ANT -L78: 


in existence in the 


1. The last tale bears the serial number 405. but tale No. 326 having nineteen verses is missing, Hence the total number of 
taler is 401. 

oY WPS... 44. 3. M.A. S.1., 197, 
ga a at ate Sl aa ; : 

4. GA OT ST ale J War Wag i Bt as fee we waar saz tp. on. 40s (404) 

5, BP, 4. 6 P.Ch,, 2 (30) 
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style. The compiler seems, however, to have drawn upon wider and more varied 
resources than his predecessors, for his booty is the richest and the tales range from 
ancient times to the local contemporary incidents which happened round about Anandpur. 

The sources of the Pakhyan Charitra are thus no fewer than eight. The stories of the 
ancient past may be traced to the Mahabharat, the Ramayan®, and the Puranas*. The tales 
of Rajput women are historical‘ as well as common. Tales from the Panchtantra® and 
Hitopadesh* are included side by side with a few selected from the Persian books like Lagho 
Bahar and Caahar Darvesh’, which were studied in indigenous schools till the advent of 
the English in 1874*. Popular tales’ and immortal romances” of the Panjab also find 
their place in this encyclopaedic collection. The largest share is, however, contributed by 
the Pathan and Moghul times when crime and murder were not uncommon". Anandpur 
had then a flourishing neighbourhood: humanity lived and sinned’ here as elsewhere 
on this side of the border, or beyond" it. 


Those were not the days of the printing press. Books on religion and text books for 
schools and colleges and classics were, no doubt, written by hand and sold at book-shops 
but they were neither cheap nor easily available. Story books could not, therefore, be written 
or sold in those days. Most of the stories other than those found in classics or history 
books have come down the ages through oral tradition, told by the fireside or under the 
village pipal trees. Even now-a-days, true stories come to ears floating on the wings of 
rumours. Sex scandals were, no doubt, whispered from ear to ear, but the news of crimes 
and murders committed under impulse, travelled from village to village and were added to 
the ever-increasing stock of folk-lore. It was from this inexhaustible fund of folk-lore that 
Guru Gobind Singh drew his compilation. 


lt appears that the frame work is based upon the contemporary incidents,anecdotes or 
scandals which might be floating about in the folk-lore. It is, therefore, presumed that in the 
main the author bases nimself upon the life and sentiments of his own days, coloured, it may 
be, by the loosening of moral and social ties, during the Muslim rule in which traffic in 
women, abduction, elopement, kidnapping and sale of boys and girls were common. It 
may yet prove another truth that the higher and lower classes like full-blooded individuals 
have always rebelled against the middle class morality. The mysteries of harem life and 
the scandals that the slaves whispered about persons like Manucci, collected and 
treasured, might have exercised some influence on the commoners and affected their morality 


adversely. 
Had these stories been composed in prose instead of in verse, the importance 
of the Pakhyan Charitrain the development of fiction would haye been very great, like 


| 1, BP, Ch,, 13, 320. 2. P.Ch., 102, 152. 3. P. Ch., 108, 114, 115, 120, 123, 141, ete. 4, P, Ch., 89, 95, 99. 
5, P. Ch., 128, 144, 161. 6. P. Ch., 78, 286, 313, 368. 7. P. Ch,, 66, 201, 353 
8. Indigenous Education in the Panjab-Dr. R. L. Ahuja 
9. P. Ch., 32, 40, 68, 70,72, 86, 89,93, 95—99, LOL, 103, 108, 108-9, 129—33, 151, 171, 176, 183, I86—201, 219, 346. 

10. P. Ch. 101, 109, 129. 11. P. Ch. 19, 46, 82, 105, 185, 189, 195, 196, 207, 222, 246, 278, 297, 332, etc. 

12. P. Ch, 16, 21, 71, 340 ete. 13. P. Ch., 49, 54, 95, 280, 341, 345 ete. 
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that of the tales of the Italian Novelierj' in the development of drama and the novel in 
English told dramatically by Baccaccio. But according to the fashion of the times all great 
compositions were rendered in verse. Here Was a great opportunity missed. 

The last quatrain of the tale No.405 of the book gives us the date of its composition 
as Bhadon Sudi Ashtami, the Sunday, 1753, Bikram, which may fall on some day of 
September, 1692 A.D.2 The author of the book of romance, it appears, used to compose his 
verses on the banks of the Satdrav (Satluj). Tt was the habit of Guru Gobind Singh to devote 
some hours of his busy day to literary pursuits and poetic composition. This reference 
seems to support the tradition which receives mention elsewhere also. 


An Analysis of the Tales 
The first tale, like the last, is a legendary Puranic account of the exploits of Shakti, 
Bhagwati or Kali in a war waged against demons who had invaded the kingdom of Indra 
and expelled him from it. She came to his rescue, killed the demon warriors like Sumbh 
and Nisumbh and reinstalled Indra on his throne in heaven. 


In the last tale the battle between Sat Sindhu, a king who flourished before the 
advent of Satyayuga, anda demon, Deergh Darh (Long-toothed), spread into a world war 
which shook both heaven and earth. Even Shakti, who sprang into existence like goddess 
Athene of Greek mythology, with all the fury exhibited in the clash of arms, could not put 
an end to it until she invoked the Timeless (Akal Purakh) for His help, and thus fortified 
she made a huge slaughter of several demons and put others to rout. In this tale the 
Timeless (Akal Purakh)Himself turns the tides of war; otherwise all seemed to have been lust. 

Both these compositions, the former in 48 and the latter in 375 Stanzas, like the 
Chandi Charitra and the Chandi Di Var (in Panjabi), centre round the legeadary person of 
Bhagwati, Chandi or Shakti, the Amazonian heroine of the mythieal age when the gods and 
demons were often at war. 


There are some heroic tales of warrior women like Tilotama who killed Sund and 
Apsund; like Draupadi* who not only protected Arjuna ina battle but drove away 
his enemies‘; like Parbati who burnt alive Bhamasur, a demon’; like Lachhmi who put an 
end to the life of Jambhasur, another demon*: and others’. A brave woman’ stood her 
ground even while her cowardly husband took to his heels : she captured the enemy and 
brought him to her man; and so on. 


The tale of Padmini is immortal for its Rajput valour’, There were other Rajput 
brave women too, who, when a challenge was given, stood by their men and saved their 
honour against the evil designs of kings like Aurangzeb’. At the death of the male 
members of their family,a young woman and her mother-in-law committed suicide by 


I. Storia De Mogur 


2. P. Ch., 405 (405) $.P. Ch:, LI6, 4, -P-Ch,. 137: 5. P. Ch.; 14] @, P; Oh... 152 7. P.Ch., 1S: 363 
8. P. Ch., 96 — There is still another story of a maid of honour who saved Jeliangir’s life from 4 tiger’s attack —4g 
9, P,Ch., 199. 10. P. Ch., 195 
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stabbing themselves, in order to avoid falling into the hands of the murderers', Seduced 
into the hands of a Muslim through the machinations of an old neighbour, a non-muslim 
woman set his house on fire and escaped to her house in the dark’. Still another scorned 
to be a mistress in the royal Moghul harem and preferred to remain contented with her 
commoner husband’. 


There is another group of tales, the chief characters of which are given to committing 
crime. One cheated a Pathan of his money*; another picked a person's pocket in the fort of 
Jehangir®; a third defrauded Shahjehan of some wealth*; a fourth stole two horses of king 
Shershah’; a fifth hoodwinked Zain Khan®, a general of Akbar; a sixth and a seventh are 
believed to have administered shoe-beatings to kings’: These might probably be golis, 
maid servants or maids of honour who at times got the upper hand over their drunken 
masters. Golis seem to have been unfailing accomplices in sexual crimes or domestic 
infidelities or in estrangements”. There are also tales of temples used as meeting places 
by sexy lovers* and of young girls concealing their illegitimate pregnancy”’. 

In most of the tales, however, the themes are love, sex debauchery, violence, crime 
or poison. They are extremely racy and frankly licentious. In the sexual intrigues women are 
often the seducers". They smuggle in their lovers at odd hours and when taken unawares, 
extricate themselves successfully by using their wits or wires in a hundred and one ways. When 
this is not possible,they elope with them in the guise of a manora mendicant or in burka or 
ona pilgrimage. Sometimes” a woman engaged her lover as a physician, servant, gardener, 
priest, astrologer or teacher and hood-winked her husband“, In the last case she 
kept her weak husband blind-folded as if suffering from some disease and engaged 
her lover as his physician. In another she introduced her man as a yogi of Machhindra Nath 
cult and made her husband feed and worship him as an act of merit (275). Driven to 
extremes when crossed, she would murder her parents, her brother or sister, co-wife or her 
husband*®, sometimes even the lover himself, if he happened to betray her by his cowardice*, 
A desperate woman burnt to death her son, her husband, and then her lover and lastly 
herself. Such stories may not be a pleasant reading, but they do imply lessons of 
warning to the reader against feminine wiles. Most of them belong to the upper classes 
among whom the women lead, for the most part,an easy and idle life, and a few 
being ill-matched or oversexed take to sex intrigues to break the monotony of their dull 
life. The royal harems appear to be the hot-bed of such intrigues which spring from sexual 
rivalries and jealousies”. 

Sex intrigues were encouraged by the custom of Parda and religion. There are two 


tales in which two women persuaded their husbands to give them away in charity to holy 


“is Geek AP 8 EE Ca 6 he P. Oh., 246 
Pr ar 9.8. Cha, Wi AO? 10.0 Ch, Ps Oh, HB, 186, (66; 260; 200) BORG “SET Ca IS, Oh BF ay nae 
ee rr apn | 1A ECGs Ins 2G, OR AO, SOR, UNE IN AB Ye Oa PE 2 351, 360, 3626, 


14. P. Ch,, 217, 250, 278—9, 290—2. 15, P. Ch., 277, 280—82, 287, 372, 379, 380, 384, 397, 401. 

16. P. Ch., 26), 273, 30, 301, (40) 1267, 17. P.Ch., 126. 18, P. Ch., 240, 48, 58, 63—4, 77, 81—2, 85—6,92,97,102,131,—6, 
149-4, 148, 148, 150—1, 157, 169, 150, 165, 167—8, 179, 180, 18920, 192, 194—5, 200—1, 203, 206—12, 14, 17, 18, 22, 
26, 35-6, 38, 41, 43, 47, 57, 62—€3, 60. 71, 78, 93, 95, 97, 314 36, 56, 78, 88, 89, 17, 92. 
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persons for their doing them menial service but these holy persons were their lovers jn. 
disguise!, It must be a strange custom that is believed to have prevailed in those days, 
There is a strange commentary on untouchability in two tales, in one of which a 
murderess of her husband elopes with a chandal and in another she is given away to a 
chandal?. In another tale we are made to believe that a young woman murdered her 
parents and then pretended to have undergone a change of sex through a miracle 
wrought by God Shiva. Then she married her lover who was offered publicly as a female 
match for him’. A question arises whether people believed in change of sex even in 
those days. 


But all the tales are not about women’s wiles. There are a dozen tales in which 
women play no part. There are still others which relate men’s wiles against women who. 
are the victims of man’s high-handedness*. 


There are yet other tales which are still popular in the Panjab as verse romances,. 
e.g., Heer Ranjah, Sohani Mahival, Mirza Sahiban, the Egyptian story of Yusuf Zuleikhan, 
the ancient story of Draupadi. While the compiler praises the ideal of love embodied in 
some of these, he makes caustic comments on the sincerity and depth of sentiment in others. 
To these he has added tales believed to be connected with Alexander, Akbar 
Shah Jehan and Aurangzeb which strip them of their royal pomp and seem to expose the 
dog beneath the skin. 


Oman has particularly selected five tales* four of which relate to Rajas and Ranis, to 
show, among other things, that some of the sadhus were experts in amatory intrigues with 
Ranis. That is why lovers meet their beloveds in disguise as sadhus as it happens in 
the tale of Heer and Ranjah. The faith in sadhuism is so deep that even a Raja is, like a 
layman, easily hoodwinked by one who visits him in disguise as a sadhu. 


There are two tales which relate to Portuguese courts and there are two about 
English men interfering in Indian States’. 


Strangely enough at the end of the last tale, there is a prayer to God, known as 
Benti Chaupai (prayer in Chaupais) in twenty six stanzas’, which is highly philosophic 
and completely detached from the topic of the Pakhyan Charitra. The vocabulary, 
style and thought are similiar to those of the Guru’s devotional and other works. This 
prayer has become a part of the daily recitation of the Sikhs. 


It is suggested that there is some practical wisdom in these tales. They appear to 
illustrate perversities of love and sex, which may be traced to the frailty of some and 
intrigues of others. The unwary are worried against the inscrutable ways of women: 

The ways of these women are inscrutable. 

Even the Creator cannot comprehend them’. 

All auspicious signs of good looks adorn thy body, and they tremulous eyes shine in all their 
lustre. 


1, P. Ch,, 341, 357. 


2, P. Ch., 345, 308, 3. P. Ch., 350 4. P. Ch., 55, 75, 85, 105 
5. M. A. S. I. 85, 197 6, P, Ch., 183, 269, 308, 332. 7. P. 


Ch., 405 (876—401) 8, P. Ch., 333 (12) 
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And they captivate the hearts of birds, beasts, demigods, snakes, demons gods and men alike. 
(Mighty sages) like Shiva, Sanak and others remain spell bound on looking into thy eyes 

And yet the wonder is that they do not pierce our hearts’. 

No body can divine the character of women, fickleminded as they are: 

He alone can see through their character traits whom God succours’. 

No body can read the character of women, 

Not Vishnu, Shiva and the six-faced Kartikeya etc.. 

Noteven Brahma, the very Creator of the universe who created them’. 

There is nO end to the fancies of these women. 

Even the Creator has repented for having created them so beautifully‘, 


After all, no body has understood the mind of women. 

Even the Creator after having created them repented. 

Even he who has created the whole Universe accepted defeat 
After he had probed into the secrets of women’. 


The writer warns people against the bewitching beauty of women : 
Her dark eyes shine like the eyes of a deer, the tresses of her hair appear as if they were a noose. 


He alone knows, round whose neck this noose is flung: without inner knowledge how should 
one be able to know what is what®, 


The poet advises people to beware of the snares of: womanly love, 
How-so-ever Cupid may enkindle his flames, wise men will endure countless afflictions, 
But will not make the slightest love with young women even in such trying circumstances’. 
Howsoever physical passions may wax and whatever trials and tribulations there may be, 
One should never make love with young women even in a fit of absent-mindedness*, 
If a shrewd man lavishes his love on women in this world, know him, for certain, to be the 
silliest ass in his heart of hearts®, 
The poet forbids sexual license with another's wife and exhorts husbands to maintain 
conjugal fidelity : 
Ever since we began our concious life, our Guru has given us the word ; 
My boy ! stick to this resolve so long as life lasts in your body. 
Let your love for your old wife grow with the passage of time. 
But do not enter the bed of another’s wife even in a dream”, 
He enumerates the consequences of liberty with another’s wife : 
For enjoying another’s wife, Indra was dis-figured with a thousand bhagas. 
For enjoying another's wife, the moon was besmeared with a dark spot. 
For securing another’s wife, the ten—headed demon Ravan, was decapitated and zgain, 
For securing another’s wife the Kaurvas had their hordes destroyed". 
Loving another’s wife should be regarded as a sharp edged knife, 
The enjoyment of another's wife should be treated as a surrender of the body to the Death-God,. 
Those who enjoy another’s wife in their excessive fancied love for her 
Die the death of a dog at last and the same they receive at the hands of a coward??, 


If a passion-stricken woman comes to a man 
And if he enjoys her, he goes to hell. 

He who fouls another’s bed and enjoys another's wile 
Falls headlong into the abyss of sin”. 


1. P. Oh., 21 (44) _ 2, P. Ch,, 198 (7) 3, P. Ch,, 337 (19) +. P. Ch., 322 (25) 5 Poth aS 
6. P. Ch., 336 (5) 7. P. Che, 17 (27) 8. P. Ch,, 18 (120 9. P. Ch.. 20 (12) 10. P. Ch., 21/51) 
11. P. Ch., 21 (62) 12. P. Ch., 21 (53) 12. P. Ch,, 244 (20 
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Why should a:man not get puaished immediately, if he leaves his own home and resorts to 
another's for dissipations. | eran 
One who courts another's wife is sure to be beaten with shoes here on eafth and to fall into 
hell hereafter’, 
A dissolute woman cannot escape punishment ; 
The woman who ‘deserts her husband and takes to another 
Is sure to be punished forthwith for evil action’. 
He suggests that effacement is the maximum punishment to a woman: 
To servants and to women there is only One grave punishment : 
They should not be killed but be forgotten altogether’, 
The poet feels that the husband is the very life-breath of a woman, 
The easiest way to kill a fish or a woman 
Is to separate the one from water and the other from her lover‘. 
Friend! I have heard to-day that the dearone would set out on a journey at day-break 
And now a quarrel has started in my heart as to which will break first, the heart or the day®. 


He depreciates love with a slave girl and warns against its evil consequences : 
He who takes a fancy for a slave girl repents to the last and dies the death of a dog in the long run® 
All people depreciate and shame him who courts the love of a slave girl’. 


The writer advises people not to disclose secrets even to their own wives: 
Whatsoever calamities befall a shrewed man, he will endure facing countless tribulations 
But inspite of all this he will not disclose his secrets to women’, 
Do not disclose your secrets to a woman. On the other hand try to get at her secrets, 
This is the advice of Smritis and the Vedas and even Kokshastra has reiterated the same advice.” 

The poet depicts the climax of a woman’s chaste love. He brings home to us the 

tabilty of the love of a Padmini (one of the four kinds of women). 
Lions, snakes, fluids and Padminis have this in their nature, 
The greater the suffering they undergo, the more they will run ahead (and not go back)”. 

Thus, the chief merit of these tales is moral suggestiveness. While indirectly they 
instruct men in good moral behaviour, they warn the unwary against womenly enticements, 
The tales, also, reveal the intellectual level and ethical ideals of the society in general and 
women and sadhus in particular. Women are shown capable of doing anything, good 
or bad, within human endeavour and this is no less true of the sadhus, true and false. 

The charm of these tales would be fully appreciated only by going through the text. 
With a view to enabling a reader to have a glimpse of their charm, a translation of a few 


tales is given below.They are not to be taken as representatives one’s. 


Fighting Ascetic Parties Pacified 


There was a sanyasi called Chaur-bharat. His second name was Randigir which means 
the dissolute one. There was alsoa bairagi of the name of Balak Ram. 

They became envious of each other. One day they fell out. They began to strike each 
other with their cudgels. There necklaces broke asuader. Their matted hair was disheveled. 
A number of their earthen begging bowls broke. 


$$ —_—— 


1. P.Ch,, 185 (1) 2. P. Ch., 97 (73) 3. P, Oh, 33-41). 4. P.Ch, 108 (49) 5. P.Ch., 91 (21) 
, Ch, 192:(6) 7. P.Ch., 192(4) 8. P. Ci, 19 (13) 9. P.Ch., 13 (10). 10. P:Ch., 297 
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Their caps fell away as chance would have it. Their matted hair covered them in a heap. 
They were dealing blows with their legs and fists as if ringing bells were falling down. 

All trembled. Cudgels were in action. Slippers and shoes were used freely. All were 
wounded in the face, No one remained whole. 

The necklaces from the necks broke in their scores. Cudgels struck the heads and the 
matted hair fell ina heap. Some had the scratches of finger-nails on them. They looked as if 
the crescent moon was mounting an elephant. 

Many became round-heads because of the falling of the hair. Many were done to 

death and a great many took to their heels, Some were biting with their teeth, Such a_ battle 
was never fought before. 


There was such an indiscriminate shoe-beating that no body’s head was spared. No 
necklace was to be seen on any bedy’s neck. Then Balak Ram took the shoe, 

He struck a sanyasi’s head with it. Then he threw it at the face of another ; blood 
began to flow when the face was wounded and it looked as if drains were over-flowing with 
water in the month of Sawan. 

Then all the sanyasis rushed to the scene They came with shoes in their hands. Chaur- 
bharat Randigir ran and his disciples came with burning wood. 

They surrounded Balak Ram aod made bim mad with shoe-beatings. He reeled and 
fell to the ground as ifa minaret had been struck with lightning and crashed, 

All the round-heads were in anger. Not even one of them ran away. They ran down 
staves and sticks on Chaurbharat. 

The sanyasis got angry. They rushed and administered blows with their staves. Kicks 
and fists and shoes were all in action. The round-heads got the sack and fell prostrate. 

Then the roundheads were inflamed and they took up their staves, battle-axes and sticks 
and battered their adversaries. They slashed the limbs of the sanyasis, bit them, dashed 
them to the ground and abused them by a dozen names. 

Then the sanyasis rushed at them and bit them, They broke their necklaces and threw 
them away. They pulled them, caught their legs and dashed them tothe ground, They aimed 
their staves with both hands in full force and struck them, 


The roundheads went to Tambra Kala and complained to her that they were 


oppressed by the sanyasis. Afver the queen had heard their tale, she summoned the followers 


of Dattatriya i.e., the sanyasis. 4 
The sanyasis were the followers of Dattatriva and the bairagis, those of Rama Nand. 


The queen urged them to act, a their gurus wanted them to act. She asked 


them to obey her. 
Thea she said,‘Pass a night at my place 
like-wise. Otherwise you should not barbour ill-will against each other”. 
Then she lodged them separately in her house, conveyed to them the messages of sets 
gurus at the dead of night, and told both the parties to act according to the wales of their 
gurus as conveyed through her. She asked them not to get into temper and fight again. 7 
Thus the clever woman through a clever trick hypnotised them. Both the parties 


followed the advice of their guru and never quarrelled thereafter*. 


. If your gurus tell you to fight, you might do 


Its special feature is the depiction of a fight between two 


This is a typical tale. | : 
- ing to convention, are forbidden to use arms in 


ascetic groups. The ascetics, accord 


*This is a literal translation of the tale. 
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a fight. They. however, fight with each other by blows, smacks, shoes, sticks, kicks, 
pulling out hair ( jartas ), throwing bowls etc. This is a tale full of ironical humour, 


2. The Horned Rishi. 


There was once a sadhu, named Shringhi Rikh (having horns), He lived in a dense 
forest, worshipping God and knowing nothing of the life of towns and villages or of the 
ways of men. In this manner the solitary hermit passed many years, till at length a dire 
famine visited the land. When this calamity came, the king naturally asked his vazir (prime 
minister) what was to be done to alleviate the sufferings of his people, and that high 
officer prudently advised him that the Brahmans should be formally consulted with a view to 
adopting some suitable course of action. 

They were accordingly sent for by the king, and requested to say how the famine was 
to be stayed, and how the much needed rain was to be obtained to fertilise the thirsty fields, 

The wise Brahmans, having considered the matter, replied that the famine was not 
a judgment from Heaven due to any sins committed by the king and that the earth 
would certainly be blessed with rain if the ‘horned rishi’ who dwelt in the forest, could by 
any means be induced to take up his abode in the city,for, so was it written in the holy 
shastras. 

The Rajah, losing no time, sent messengers to induce the ascetic to come to his capital. 
The horned saint heeded them not; so the sovereign went in person to the anchorite, 
buteven he could not prevail upon Shringhi Rikh to leave his forest-home and the penance 
in which he was engaged. 

In this crisis, a harlot, gaudily dressed and with her lips reddened with the pan 
she was eating, presented herself before the Rajah and said to him jauntily— 

“© King, I will bring Shringhi Rikh to you, on condition that when] do so, you will 
give me one half of your kingdom. If you agree to this, I shall make the saint shave his matted 
locks and put on a turban, and, having quite subdued him, I shall lead bim into your majesty’s 
presence. ’’ She added confidently, “With my beauty I can do anything I like.”’ 

The worthy Rajah, acting for the benefit of his liege, accepted these extravagant conditions, 
and the fair wanton went off to the jungles where the sadhus lived. Taking with her a party 
of beautiful women arrayed in finery and dressed to perfection, she prepared a habitation for 
herself in the woods, and on the trees around her temporary abode, she hung ludoos* and 
other delicacies, and, when all her arrangements were complete, commenced singing 10 the 
accompaniment of dulcet musical instruments. 

The rishi, seeing these unaccustomed sights, and hearing sweet sounds, the like of 
which had never before reached his ears, became astonished, and in his perplexity care to 
the conclusion that they must be due to visitants from another world. Feeling hungry, he 
ventured to pluck some of the novel fruit (Iudoos) he discovered on the trees nearby. 
He found them deliciously sweet and quite to his taste, and, wondering how such ‘fruit” 
had appeared there, attributed them to god Indra. 

“Perhaps,” soliloquised the sadhu, “the god has been graciously pleased with my 
austerities and has come down in person to witness them.” 

While he was thus reflecting, he noticed a woman beautifully dressed and decked with costly 
jewellery standing a little way off. So lovely was she that the mere sight of her removed 


—_—_—_—_— 


lL. Translation of this and the following four tales has been taken, with a few modifications, from fhe Mystics, Ascefics and 


the Saints of India, by J. C. Oman. 
2. A ludoo is a well-known swee'™ "at of India, 


—— 
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all his cares He wondered who she could possibly be, and asked himself, “From what 


distant world is this enchanting visitant?”’ < 


Suspending his austerities, he approached the woman, and, filled with wonder, sat down 
near her ; then becoming bolder went up to her, and, bowing low, said—- 


“Tell me, who art thou? Art thou the consort of Shiv-ji or of Vishnu ?”° 


She said, “I am not a goddess, but the wife of Oodaluk rishi. Hearing of you—for 
your fame has spread far and wide-—I have come to make you my husband.” 

Having thus spoken, she lavished flatteries upon him, and in a short time, by exercising 
her seductive charms upon the recluse, subdued him to her purpose, and before long 
brought him away, a willing captive, to the nearest village. When she conducted Shringhi 


Rikh into the Rajah’s domains, rain began to- fall, as the Brahmans had predicted, and the 
hearts of the people rejoiced greatly. 


The rishi was then married to one of the Rajah’s daughters, and continued to live in 
his father-in-law’s territories, which for a long time derived the greatest benefit and good 
fortune from his presence. However, it so happened that eventually his residence in the 
land caused an excess of rain, and it was thought desirable to lure him back to his old mode 
of life. So the services of the courtesan were once again requisitioned, and she successfully 
persuaded the sadhu to return to his former woodland haunts, where he resumed his 
long-interrupted austerities*, 


A Hindu’s faith in the occult powers of sadhus is well known. There is, therefore, 
nothing surprising in this tale of a sadhu enticed to bring rain to the drought-stricken land, 


The Lost Son Restored 


There was at one time a very great Rajah named Sukret Singh. His Rani’s name was 
Jewankala. To them a son was born ; but for some reason oF other the infant was not 
satisfactory to his unnatural mother, so she quietly flung the baby into the sea, and informed 
her husband that a tiger had carried him off. The Rajah, believing his wife’s story, 
comforted her. saying, ‘‘Parmeshwar (the Almighty) will give you more sons.’’ Twenty-five 
years passed after this event, and yet the Rani was not blessed with another child. 


One day about this period—that is, twenty-five years after disappearance of her infant—the 
Rani saw a very handsome young man, and, her heart becoming captive to his beauty, she 
sent a bichauliya (a female go-beiween) 10 invite him to a clandestine interview. He came 
at the Rani’s request, and gratified her wicked desires. With the cunning of a serpent 
she confided to her new lover the true story of her baby’s disappearance, and how she had 


falsely stated that he had been carried off by a tiger. 


i | 


—_—_—_—_ 


1 With th sg of the season the area of crop failure in India is becoming narrowed and defined. Northern Bombay, 
“y Mage © progre he & 
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“ti | rowds wh 
, ng Brahman of peeuliar sanctity was followed by crow o 
; bat : ht-satricken. A wandering 

surrounding districts remained droug 


till he consented to apply his occult powers to the relief of their parched Halder Worn out by their 
ciate we oa : : man at last sab down and vowed he would not rise till the water flowed over his feet, In two hours the 
importunities, the holy 


kk t. rain get in, and twelve hours later the Brahman was ankle-deep. The situation was saved—and the 
brazen sky was overcast, ; 


This, at least, is the report semi-ofheially furnished by the State to the Political Officer.” 
man. 18, Av Least, *” } 


Saturday Review, 7th, October, 1599. 
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“Now” said the Rani to her paramour, “I want you to understand that you were 
carried away by a jogi in the form of a tiger, that, instead of destroying you, the sadhy 
reared you, and that, knowing you to be a king’s son, he had disclosed to you these 
important facts of your history before going away on a journey to a very distant land.”’ 

The Rani thus taught the young man, and he agreed to act in accordance with her 
wishes. 

A day or two afterwards the Rani said to her husband, '‘I have a Strange but very important 
news for you, Our baby son, who was carried away by a tiger, was really taken by a 
jogi in the form of a tiger, but he did not devour our child. His chelas brought him other 
children for his feasts, and he spared ours because he was a king’s son. I have myself 
seen and recognised our lost child.” 

The Rajah, listening to these-wonderful assertions, with astonishment said— 

“Send for him and let me know the story from his own lips.”’ 

Thereupon the young man was summoned to the palace and questioned. 

“What really happened,”’ said he, “how can I possibly know ?—but what the jogi 
told me, that will I truthfully relate.” And he proceeded to repeat what the Rani had taught 

him. She, acting ber part well, appeared to be overcome with emotion at the youngman’s 
Statements, wept false tears copiously, and inthe very presence of the Rajah, making her lover 
the son, embraced him affectionately, and, lamenting their long separation, kissed him on the 
lips again and again. She had a bed made for him in her own room, saying as if she could 
not bear her lost darling out of her sight even for a few minutes. During the eight watches 
of the day and night she guarded him from further danger and enjoyed herself right well, 


A “Kind Hearted” Lady. 

In the city of Sirhand there lived a jogi named Swarganath and alsoa woman named 
Shri Chhah Man Mati, who fell desperately in love with him. 

One day the jogi was in ber house when it was made known to her that her husband 
was On the point of returning home—in fact, was quite close at hand, 

Grasping the decidedly serious situation, she thus hastily addressed her lover— 

“Take up your sword at once and shout angrily, ‘The thief who bas robbed me, has 
entered here. You have concealed him ; drive him away ; [ will certainly kill him’ !”’ 

At the same time she actually hid upon the premises the jogi’s chela, a fellow who used 
to come with his master as his bodyguard and had been appointed to the post of door-keeper 
and sentinel during his guru’s surreptitious visit to the frail, fair lady. 

While matters were being thus hastily arranged, the husband arrived home, The jogi 
with much stimulated wrath, repeated the words he had been taught, but after a short 
yet furious howl of rage he went away, brandishing his sword in a menacing fashion. 

“Dear husband’’, said the lady, explaining the situation to her bewildered lord, ‘that 
jogi was burning with anger owing tO some mistake made by his chela. He was going to 
kill him, and would have done so but for the asylum J have afforded him. I permitted the 
poor fellow to hide himself in our house, and thus avoided the consequences of his Guru’s 
wrath. Now let us release him. He is hidden in the corner,’’ pointing to the place of 
concealment. 

The husband was very pleased with the thoughtful kindness displayed by his charming 
wife. So the man who had been concealed in the house was quietly hurried out of the premises, 
and went away joyfully to rejoin his worthy guru—the amorous jogi, very gratified, indeed, 
that matters had in the end turned out so satisfactorily for himself. 
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The Father Duped 

There was a Rajah named Nilkate of Popeewutee city. Mangubechater, his wife, was 
like an incarnation of the goddess of love, and their daughter, named Sri Algunjamuttee, so 
beautiful that it might be said of her that she excelled the moon in brilliancy and appeared 
to have been fashioned by the hand of Brahma himself. There was a neighbouring Rajah, 
Srimantilk by name, too handsome to be described. So incomparable, indeed, was he that 
the Sun, seeing his perfection, became ashamed of himself. Once Sri Alguojamutee went 
to 3 garden to while away her time with other girls of her age. There she happened to see 
Rajah Srimantilk and became enamoured of him. She was so much affected by this sudden 
passion that when she went home, she was like a gambler who had lost all he ever possessed. 
By a signal from her eyes she summoned to her side one of her young and trusted companions, 
and, giving her gold and jewels, entreated her to bring about a union between herself and 
the young Rajah who had so completely captured her susceptible heart. 


“If I do not get him”, said the love-sick princess, ‘I shall turna yogini, and, flinging 
away all my jewels and finery, fly to the lovely forests ; or, taking a beggar’s gourd in my hand, 
I shall wander about the world, living upon the alms of the charitable. 1 want him to be 
the very apple of my eye, and failing that, I shall kill myself. Alas! Why have I lived so long 
to suffer all this torture, all this burning pain ?”’ 

When the girl-companion saw her distress, she came close up to her and, laughing, said 
in her ear— 

“Don’t fret; I’ll send some clever woman to him.” 

These simple words seemed very sweet to the love-lorn princess in her great trouble. 

In accordance with her promise, the girl-friend sent a clever bichauliya to Rajah Srimantilk, 
the princess herself merely saying — 

“Do what is necessary, but save my life.” 

The bichauliya followed the Rajah, who was out hunting, She dressed herself in costly 
garments, and decked herself with jewels of rare beauty and value. When the Rajah 
saw such a lovely creature, a being like a real peri, in the midst of the jungle, he was 
astonished. 

“Is this a resplendent creature of the race of the devatas, gandharbas, daityas Of nagas, 
r is she really human ? Let me inquire why she has come here. Is she not lovely ?”’ 


Oo 
Thinking thus, the Rajah approached her, and, viewing her beauty at close quarters, 


fell in love with her at once, 

The bichauliya, on her part, handed h 
and while doing so, said— 

“You sir, I can see, have fallen in love with my beauty ; but she who has written this, is 
a thousand times lovelier than I. Come with me and feast your eyes.” 

“The Rajah, enticed by this glowing description of the charms of the princess, agreed 
to accompany her faithful messenger. He forgot all about his own affairs, and, filled with 
the idea of the lovely princess, put the handsome bichauliya into his chariot and drove 
where she bade him = 09. The way was long, but at last they arrived near the palace of 
the Jove-sick princess. The Rajah now disguised himself as a sadhu and lit his fire within 
sight of her window, Daily, with the permission of her father, the princess used to come and 
feed the good sadhu with her own hands. At night, when every one was asleep, she would 


im a pearl necklace and a letter from her mistress 
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visit him also. In this Way the princess was very happy. Noone recognised the disguised 
Rajah or suspected what was going on. One day Sri Algunjamuttee went to her father and 
deliberately said things, which, she knew, would excite his anger. She succeeded well enough, 
for the king became so eoraged that he ordered his vazir to turn her out of doors into the 
jungle. When she heard this royal command, Sri Algunjamutee pretended to be very unhappy, 
and cried bitterly, though secretly rejoicing in her heart. !The incensed and implacable 
father’s peremptory command, ‘Take her away at once,” was of course obeyed implicitly. and 
the princess was conveyed to the forest, and left there. 


Butin avery short time her lover came and joined her, and, after they had enjoyed 
themselves to their heart's content, he carried her off to his Capital. 


A Woman’s Cunning 


Jogsain was the name of a certain Rajah and his Rani’s name was Sri Sanyaspati. She 
had a son born to her, who, when he grew up, was very beautiful. In the city over which 
Jogsain ruled there was a jat woman who fell desperately in love with the young prince, and ’ 
though she used to see him every day on one pretext or another, yet she found no 
Opportunity to sate her desires, To gain her object she disguised herself as a jogi and 
went to the Rajah’s palace, giving out that she was well versed in janter, manter and tanter 
(talismans, spells and magic rites), Seizing a favourable Opportunity, the pretended jogi 
said to the Rajah's son— 


“If you come with me to a lonely place, I shall show you some wonders that will 
astonish you.” 


The prince and jogi talked over the proposal ; the prince’s curiosity was greatly excited, 
and he said— 


“I have never been out alone at night, but I will accompany you, since you afte a jogi, 
if you promise to raise the spirits of the dead in my presence.” 


The pretended jogi agreed to perform this great miracle to please the king’s son, 
and the two started together on their strange, unboly business. When they had penetrated, 
Side by side, some little way into the lonely jungles, the jogi, turning suddenly towards the 
prince, and taking him entirely by surprise, said sharply— 

“Now do as I bid you, or [ will kill you on this spot,” 

The prince, quite Unprepared for such a coatingency, became alarmed and lost his 
presence of mind. 

The pseudo-jogi thereupon told her wishes without any circumlocution, and her companion 
willy-nilly yielded to her wicked desires, 


The depth of woman’s cunning is unfathomable ! God created her; but Himself repents jt, 


The foregoing tales speak for themselves, They throw a considerable light upon 


the conduct of love affairs constantly going on behind the social curtain and depict lively 


and true pictures of the perversities of the women’s mind. 

Metres used in this vast work of 7558 quatrains and couplets, however, are only 
sixteen in number, viz. Chaupai-4423, Dohra-\830, Arilla-690, Swatyva-185, Bhujang-221, 
Kabitta-25, Sortha-26, Chhand-24, Chhappai-5, Rual-2, Tomar-6, Ruamal-1, Bhujang 
Prayat-66, Naraj-1,Biiai-16, Totak-18, The metre, also varies from adventure to adventure 
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or within a tale itself, in harmony with the movement of the plot or the incaviten 
of the character. 

One peculiarity noticed in the use of metres here is that different metrical patterns 
are adopted for the narration of these tales. While some tales are regulated by a single 
metre, there are others which have more than one; the maximum variations found 
in a tale are eight. An analysis of the metrical patterns governing different tales is given 

~ below as it may make a separate study by itself. 


S. No. Pattera Total No. of tales 
One-metre tales 
is Chaupai 641 
2. Arilla yz 
as Bhujang Prayat 1 


Two-metre tales 
4.  Dohra and Chaupai 
5B. Dohra and Arilla 
6. Chaupai and Arilla 
7. Chaupai' and Swaiya 
8. Chaupai and Sortha 


Three-metre tales 
9. Dohra, Chaupai and Arilla 100° 
10. =Dohra, Chaupai and Swaiya gw 
11. Dohra, Chaupai and Sortha gu 
12. Dohra, Chaupai and Chhappai gre 
13. Dohkra, Chaupat and Kabitta Q10 
14. — Dohra, Chaupai and T'otak yu 
‘1, 95, 187. 197, 268, 274, 278, 279, 281, 283, 291, 293, 5, 6, 146, 154, 219, 235, 237. 6 
819, 321, 324, 327, sos, 330, 31, 240, 343. 348, 349, 7 180, 367 2 
B51, 362. 350, 268, 359, 361, 362, 363, 365, 368, 369, 8. 318 1 
373, 379, 383, 358, 390, 391, 396, 397, 395, 399. 54 9. a. Ss 10: HY; 18; 16, 18, 1B, Bay 28, 
2. 262 1 33, 35, 41, 4%, 43, 48, 93, 119, 124, 138, 189, 
Be 286 1 143, 144, 145, 148, 149, 150, 151, 153, 154, 155, 156, 
mee 4 4, «42383; 25, 26, 27, 80, Sly 32, 4; 157, 158, 162, 165, 166, 169, 173, 177, 181, 182, 192, 
86, 37, 88 44, 45, 48, 47, 49, 50, 51, 53, 193, 199, (201, 202, 204, 205, 207, 208, 210, 213, 214, 
S4, 55, 56, 57, 58, 59, 60, 61, 62, 03, 0, 218, 221,282, 224, 225, 226,230, 281, 288,234, 240, 
67, 68, 9, 70, 71, 72, 74, 76, 76, 77, 78, 242, 246, 247, 249, 200, 251, 254, 255, 256, 258, 260, 
19, 83, 84, 85, 86, 87, 89, 90, 99, 100, 104, 261, 264, 265, 269, 270, 271, 276, 277, 288, 290, 296, 
105, 106, 107, 112, 113, 117,121, 122, 126, 127, 184, 333, 334, 342, 371, 374, 375, 376, 380, 382, 394, 395, 


135, 140, 141, 163, 167, 168, 170, 171, 172, 178. 179, 402. ne 
180, 184, 185, 188, 189, 190, 191, 193, 196, 198, 214, 10, 39, 40, 80, 8, 94, 110, 186, 403, 
$16, 220, 236, 239, 213, 248, 253, 263, 267, 272, 273, 11. 18, 29, 64, 82, 132, 999 

275, 280, 282, 284, 287, io 292, 205, 298, 305, 308, 12. 66, 130 

307, 308, 210, 312, 313, 814, 322, 323, 326, 329, 331, 13. 72, 182 

332, 335, 387, 930, 341, 344, 345, 346, 347, 305, 353, 14.” 252 

354, 355, 357, 364, 366, 370, 377, 381, 385, 385, 387, 

389, 393, 431. 146 


Doha @ 
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15.  Dohra, Chaupai and Bhujang 
16. Dohra, Chaupai and Bhujang-Prayat 
17. Dohra, Bhujang and Totak 

Four-metre tales 
18. Dohra, Chaupai, Arilla and Sortha 
19. Dohra, Chaupai, Arilla and Swatya 
20. Dohra, Chaupai, Arilla and Bhujang 
2f, Dohra, Chaupai, Arilla and Bhujang Prayat 
22 Dohia, Chaupai, Arilla and Chhand 
23: Dohra, Chaupai, Arilla and Kabitta 
24. Dohra, Chaupai, Arilla and Totak 
25 Dohra, Chaupai, Arilla and Bijai Chhand 
26. Dohra, Chaupai, Swaiya and Kabitta 
27. Dohra, Chaupai, Swaiya and Sortha 
28, Dohra, Chaupai, Swaiya and Bhujang 
29. Dohra, Chaupai, Sortha and Chhand 
30. Dohra, Chaupai, Ruamal and Tomar 
ak. Dohra, Swaiya, Bhujang and Totak 

2 Dohra, Swaiya, Totak and Sortha 

Five-metre tales 
33. Dohra, Chaupai, Arilla, Swaiya and Bhujang 
34. Dohra, Chaupai, Arilla, Swaiya and Totak 
35. Dohra, Chaupai, Arilla, Swaiya and Sortha 
36. Dohra. Chaupai, Arilla, Sortha and Bhujang 
37. Dohra, Chaupai, Swaiya, Kabitta and Sortha 

Six-metre tales 
38.  Dohra, Chaupai, Arilla, Swaiya, Sortha and Kabitta 
34. Dohra, Chaupai, Arilla, Swaiya, Sortha and Bhujang 
40,  Dohra, Chaupai, Arilla, Swaiya, Bhujang and Kabitta 

CT > 4 14. 96, 123, 125, 320 
285 1 15 
20) 1 16, 92, 
211, 212, 223, 241, 259 6 Te «3 
52, 98, 129, 160, 161, 164, 206, 220, 233 og 18 214, 
152, 175, 186 Ss it 2, 1%,. 137, 147, 196, 203, 405 
207, 331 2 2. 116 
136 LL: 31. 200 
7, 228 2 22. OL 244 
200 1 23, 109 
I; 24, 12 

108 1. 25, 133 
103, 111, 218 3 96, 138 


Digitized by Panjab Digital Library | www.panjabdigilib.org 


eee te Be oe ee oe 


BRIEF CRITICAL STUDY OF WORKS IN THE DASAM GRANTH 165 
4]. Dohra, Chaupai, Arilla, Swaiya, Bhujang and Chhappai 1: 
42. Dohra, Chaupai, Arilla, Swaiya, Bhujang and Naraj ie 
43. Dohra, Chaupai, Arilla, Swaiya, Kabitta and Chhand i: 
44. Dohra, Chaupai, Arilla, Bhujang, Chhappai and Chhand E 
45. Dohra, Chaupai, Swaiya, Blkujang, Bhujang Prayat and Sortha 1 
46. Dohra, Chaupai, Sortha, Bhujang, Tomar and Ruamal be 
Seven-metre tales 
47. Dohra, Chaupai, Avilla, Swaiya, Chhappai, Bhujang and Chhand |’ 


Eight-metre tales 
48. Dohra, Chaupai, Arilla, Swaiya, Kabitta, Bhujang, Bijai and Totak JB 


The large variety of these metrical patterns was evidently intended not for 


exhibiting scholarship and versatility but for relieving monotony and introducing charm. 


It is in the manner of all great poets of Hindi as well as of Sanskrit literature. 

The Pakhyan Chariira is a great volume abounding in sentiments of laughter, eros, 
heroism, abomination and many others. Apart from the rich variety of entertamment and 
delectation provided by them, the reading of these tales would serve to put one on guard 
against dissolute and characterless men and women and enable him to acquire the knowledge 
of ideal love and morality which are beneficial to life. Such tales sometimes impart far better 
moral lessons and practical wisdom than any dissertations of scholars can possibly do. 

Dr. Mohan Singh Diwana in his A History of Panjabi Literature’, assessing 
the merits of the Pakhyan Charitra, has aptly said, “The narration is brief and rapid; 
phraseology, apt and pregnant; style, adequate generally and at required places 
impassionate, elaborate or sententious ; psychology, extremely interesting so far as the 
woman huntress 1s concerned ; and amassing of facts, most remarkable and inclusive.” In 
addition to this, as regards the technique of the most of the tales of the Pakhyan Charitra, 
there seems to be much skill in the co-ordination of the various parts. Separate paits are 
strictly subordinated to the whole, Singleness of aim and singleness of effect, the two 
great essentials of a good short story, have been maintained. Plots are spun in a realistic way, 
Characters are beautifully sketched and proper care has been taken to give local colouring 
introducing adequate descriptive passages. The whole evolvement is, therefore, simply 


masterly. 
There is hardly any aspect of human life that has not been touched in the 


narration of these tales. All the stages in the drama of life are portrayed in its characteristic 
eccentricities and vicissitudes. The so-called kings, sadhus, qazis and pandits, with 
all theic professions to virtus and culture are subject to the same weaknesses as the 
peasant and the pauper. The woman is the victim of, as well as the power over, man. 

These tales make a very valuable contribution to the limited stock of literary 


romances in the Hindi literature. 


i a : -& 46 
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17. JAFARNAMAH 


1 

The Jafarnamah’ known as Zafarnama (Epistle of victory) in Persian® js 
letter of protest written by Guru Gobind Singh to Aurangzeb in reply to a sutmnioits 
from him. It was written at Dina* to which place the Guru was driven by 
the army of Aurangzeb that fell upon him while he was staying at Machhiwara after 
his withdrawal from Anandpur, It is written in Persian verse and is a clear evidence of 
its writer’s scholarship in Persian, The Zafarnama has two paris and is composed in 111 
Baits or couplets. In the first part, which is an invocation to God, he enumerates the 
attributes of God in praise of Him, and seeks His blessings to resolve his dificutdee: 

The second part is Dastan—tale or address to the king emperor. While Guru Gobind 
Singh compliments Aurangzeb as a king of kings, 4S an expert swordsman and rider generous 
to his co-religionists and prompt to kill the enemies, firm as a mountain in battle, etc,, he 
condemns him for breach of faith and perjury. He had withdrawn from Anandpur me an 
assurance of safety given to him with an oath on the Quran but on his way to Malva, at Cham- 
Kaur, he was taken by surprise and forced into a pitched battle with only forty of his surviving 
comrades, against overwhelming odds. All his comrades as well as his two sons were killed in 
the action. For this treachery and lack of faith, says Guru Gobind Singh, God would not know 
him and would not receive him despite all his pomp and power. He, therefore, would not 
sees a Eee of sucha false king who did not keep his word and did not fear the 

After charging the emperor thus, Guru Gobind Singh reminded him that change was 
inevitable and that a revolution was not far off and that even though he had become stron 
by such acts of treachery, he was laying an axe at the roots of his kingdom. lidiene 
he warned him that unarmed and forlorn as he was, he was “likea coiled snake’, and the 
fire of revolt that he had kindled, would not be quenched even if a few sparks had been put 
out, and that it would blaze up into a mighty conflagration. 

Lastly, Guru Gobind Singh asserts his right to revolt, saying, 

“When all the remedies have failed, it is but lawful to resort to the sword®’”. 


The Guru has a very telling power of description and can conjure up a whole scene 
in very concrete words: without being prolific. His mastery over the art of description is 
evident from the account of the battle of Chamkaur which is incidentally given in the 
Zafarnama. He says, 


“Thine army came clothed like blue-bottles, and all of a sudden charged with a loud shout®” 

“Every soldier of thine who advanced beyond his defences to attack my position, fell deluged 
in blood,*”’ 

“Thy troops who had committed no aggression received no injury at our hands.?”’ 

“When I saw that Nahar Khan had entered the fight, I quickly gave him the taste of my arrow?” 


“Many soldiers who came with him and hoasted of their prowess ignominiously deserted the 
field of battle,*”’ 


“Another Afghan officer advanced like a rushing flood, an arrow, or a musket ball.10”” 


1. Desam Granth, p. 1362. ents eves VOL Vi. 261. 3.5. Ry Yok V.,- 2601 4. Z Ni, (22) 5. JLN 
6... N., (27) 7. J. N,, (28) 8. J. N., (29) ¥. J, N., (39) 10, JN. 
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“He made many assaults, received many wounds and at last, while in the act of killing two ef my 
Sikhs, was himself killed.?”’ 
“Khawaja Murdud remained behind a wall and came not forth like a man.*”’ 


“Had I but seen his face, 1 would certainly have bestowed an arrow on him too.2”’ 
“At Jast many were killed on both sides by showers of arrows and bullets.*” 


“And by the showers of arrows and bullets the earth became red as a rose.””” 

“Heads and legs lay in heaps as if the field were covered with balls and play sticks,®” 

“The whizzing of arrows, the twanging of bows and a universal hubbub reached the sky.””” 
‘Men, the bravest of the brave, fought like mad men.*”’ 

“But bow could forty, even of the bravest, succeed when attacked by a countless host,” 
“When the lamp of day was veiled, the queen of night came forth in her splendour.?” 
“And God who protected me showed me the way to escape from mine enemies." 

“There was nota hair of my head touched, nor did | in any way suffer .12”’ 

Here again the Guru strikes his individual note by introducing two phrases, Sach-he 
Patshah® and Zazdan Akal“, each made of one Hindi and one Persian word. Such hybrid 
combinations are found even in his devotional and other works which go to prove the 
common authorship of these works. 

The metre scheme followed in the Zafarnama is the one already successfully tackled 
by Masanavi writers like Firdausi and Nizami. The metre is foulan, foulan, foulan, foul” 

In the use of language the Guru is very direct, lucid, frankly ruthless and economical 
of words. 

The purpose of writing the epistle was clearly to soften down the monarch and 
hammer home the cruelty and deception practised by him. 

This epistle isa very convincing evidence that its writer had mastered the Persian 
idiom and its use, and could wield it with the felicity of expression of a Persian, Had 
he any shadow of doubt about his proficiency in the use of the language, he would never 
have thought of addressing Aurangzeb in Persian and that too in verse, There is hardly 
any example of a man of Guru’s status addressing his contemporary and antagonistic king 
in verse. | 

The Zafarnama, though in Persian, is a beautiful specimen of epistolary poetry 
in the Dasam Granth. In the Krisnavtar” also, which is in Braj, we come across a some- 
what similar form of poetry where Rukmini secretly sends a letter to Krishna for taking 
her away from her people. 

Z 
(is. HIKAYATS) 

The Hikayats or Tales are also in Persian verse, comprising eleven tales’? in 752 

baits or couplets. They are believed to have been composed by Guru Gobind Singh himself 


Le J. N., (33) 2 J. N., (34) 3, 3. N., (85) 4. J. N., (36) 5, J. N.,. (37) 6. J..N,, (38) 
7. TN... (39) sg. J. N, (40) o, J. N., (41) 10 J. N.,. (42) 11. J. N,, (43) 12. J. N., (44) 
13; J, N-« (72) 14, J, N., (106) 15. Zafarnama (Nanak Chand Naz}, 12 16. K.A., (1975-77) 
17. Hikayat No. Total Coupleis Hikayat No. Total Couplets 
2 65 o. 47 
; 57 0. 44 
4 139 10. 179 
. 61 1, 60 
6G 40 12. 9) 
7 ag Grand Total 742 
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as “admonitory of Aurangzeb” and are further supposed to have been sent to the emperor 
along with the Zafarnama through Bhai Daya Singh and Bhai Dharam Singh who had survive 
ed the battle of Chamkaur and escaped to Dina with the Guru.’ There are, however. others 
who believe that these Hikayats could not have been sent along with the letters and that 
these have nothing to do with, nor have any bearing on the letters*. A study of the Hikayats 
favours the latter view.. The theme of the first two tales is political, no doubt. but the other 
nine illustrate the deceit of women, and as such, they could not be a fitting companion 
to the Zafarnama, the theme and the tone of which are exalted. Some of these are irans- 
lations from the Pakhyan Charitra. The introd uctory verses’ bear the stamp of Guru Gobind 
Singh’s hand. The diction, the rhythm and the vigour of the lines are peculiarly Guru 
Gobind Singh’s own. The hybrid character of the language, partly Braj and partly Persian’ 

attests the style and manner of the same writer. The style of the Hikayats is also similar to 
that of the Zafarnama. This similarity indicates that these tales also were written by 
the author of the Zafarnama_ It is, however, difficult to make out definitely how, why 
and when these tales were compiled. a 


Of these eleven tales the first is that of king Mandhata who nominates, after a 
trial, his fourth son as his successor. The second tale relates how at the death of the king 
of China, his ministers took up the work of administration with perfect co-operation 
among themselves. The third isa tale of Chhatramati who forced Subhatta Singh into 
marriage with her after defeating him in a battle. The fourth Hikayar tells the story 
of a Qazi’s wife who murdered her husband and entered secretly into the harem 
of Raja Subal. Inthe fifth tale the brave daughter of a prime minister rescued the 
Raja feom th2 clutches of his enemy and then whipped him for his folly, all incognito. The 
sixth tale appears to be legendary; the niece of Asfandyar, a virgin queen bore a son 
but got rid of the child to escape shame and scandal; after long she discovered him alive 
and adopted him as her heir-apparent. The seventh and the eighth Hikayats are tales 
of infidelity of two queens to their respective husbands. The ninth tale gives an 
account of the prince and the prime minister’s daughter who eloped into a foreign land. 
In the tenth tale a woman, probably of high rank or noble origin, steals two horses from 
the stables of Sher Shah to offer them as a wedding gift to her lover. The last Hikayat is 
a story of a dare-devil woman who murdered her lover, lest he should betray her, and 
then did away with the informer of her crime. 

In the Dasam Granth, these Hikayats (tales) bear no heading. They are given 
immediately after the Jafarnamah. The first tale bears serial number 2. With the eleventh 
tale which is numbered as the twelfth composition, this series ends, also ending the 
complete works of the Dasam Granth. 


<i BGS., 359; SR. Vol. V-, 206, 2. Dasam tiranth Nirnai, 183. L 3. Compare Hikayat 2 (1) 4. Compare Hikayat 2 (4) 
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CHAPTER IV 
THOUGHT VALUE 


Introduction : A Retrospect 


The Adi Granth has been a perennial source of inspiration to the Sikh devotional 
poets since Guru Nanak. He handed down to his successors, his own compositions 
together with the collections he had made of the devotional pieces of other saints, whose 
disciples he had met during his travels all over north India, and the Punjab. Each 
Guru drew upon this fountain head and contributed his own shabads to it. Guru 
Gobind Singh put, on the accumulated body of the verse, his seal of finality, without 
adding, however, any verses of his own. It has been said that he could quote chapter 
and verse from it. It is asserted by some that the last version of the Adi Granth was 


dictated by him to Bhai Mani Singh at Damdama, from memory alone. Daily recitations 


of the Granth, sermons on its text, and private devotional readings from it, have made 
Gurbani the mostimportant, the most effective and the most dominating influence in the 
life of the pious followers. No wonder that the tenth Guru was most deeply influenced by 
the various strains of this spiritual chorus. 


The Adi Granth may be divided into two parts, the bani of the Gurus and the bani 


of the Bhaktas includ. ng Baba Farid, a Muslim sufi saint. Both the parts have a deep 


spiritual unity betweea man and his Maker, and stress the need for His Grace in the 
merging of the finite with the Infinite; while the Gurbani follows the Nirguna philosophy 
of Kabir,in the bani of the Bhaktas all the three schools, the Sufism of Baba Farid, the 


-Vaishnavism of Ramanand, and the Krishna cult of Surdas and Mira Bal are represented. 


Nanak, it is suggested, pinned his faith, like Kabir, in Virguna Brahma and depre- 
cated differences arising from the clash of creeds or dogmas’. Nanak, Dadu, Sundardas. 
and several others, says Dwivedi elsewhere*, were deeply indebted to him, and his 
ideas and examples guided their line of thought and mode of devotion. Likewise Kabir’s 
poetry was the model on which other saints fashioned their songs. Kabir provided 
both the impulse and the pattern for the Virguna poetry and deserves special consideration 
as its founder. 


The devotional, didactic as well as satirical verse of Guru Gobind Singh follows in 
the wake of Guru Nanak’s, for which again, we find a precedent in Kabir. The corner stone 
of Nirguna Philosophy, as professed by these saintly poets, is the idea of a single, impersonal 
omnipresent God, While, on the one hand, these saintly poets denounce most vehemently the 
worship of many gods, idols or symbols, on the other, they dwellat length upon the immanence 


5 
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or the all-pervasiveness of the Deity’. The conception of the Nirguna and the idea of inner reali- 
sation, of absolute oneness with it are the basic facts on which the superstructure of Kabir’s 
mystic, half-sufi and half-vedantic crezd, is erected*. To this, however, must be added the 
Vaishnava conception of complete dependence on the mercy of God’, the infinite grace of 
the Infinite power, the democratisation of religion, the extending of the privilege of Bhakti 
Lo all, irrespective of caste or sex*, and also, the use of vernacular® in place of Sanskrit. 


The fifteenth century was, as we have seen above, remarkable for the great religious. 
revival jed by Namdey, Ramanand, Kabir, Mira Bai, Guru Nanak and others. The 
movement was wide spread among the people and dominated by religious ideals, 
Being a popular movement, it adopted the vernacular as the medium of its expression. 
‘This was a great adventure onthe part of the Bhakta poets who, as Keay puts it, ‘had 
to feel their way’ as the earliest authors in this language. It is, no doubt, true that the 
period (1400-1550) was ‘‘the youth of Hindi Literature*.” 


Emphasising the intimate relation between the religious poetry and the vernacular, 
Keay adds that from the point of view of Hindi literature the significance of the movement 
initiated by Ramanand was depending for its literature almost entirely in the vernacular. 
Ths followers and successors of Ramanand practically gave up the useof Sanskrit and 
this, of course, gave a great impetus to the development of Hindi literature’. 

When Guru Nanak (1469-1538) wrote, Kabir’s influence was at its height and 
the movement had spread all over the country, But when Guru Gobind Singh (1666- 
1708) attempted devotional verse, things were quite different. It marked the end of the 
period of the Bhakti movement, during the eighteenth century, and coinciding as it did, with 
the time of decay of the Mughal Empire, it registered a decline in the high quality of Hindi 
literature and does not contain many writers of first rate excellence’. 


Elucidating the creed of Kabir, Dr. Dwivedi adds, that his more practical teachings. 
stress the importance of a strictly moral conduct, refute false modes of worship and 
prevalent superstitions and advocate mutual tolerance between the Hindus and the Muslims 
as between sons of the same father. While his utterances communicating his spiritual convic- 
tions have a tone of lofty serenity and sweetness, his teachings, when he appears in the role 
of a reformer, are vehement and provocative’ The three strains, viz., ‘a tone of lofty 
serenity and sweetness’ born of a spiritual conviction, the importance of mutual tolerance 
and moral conduct, and the refutation of the false modes of worship and prevalent 
superstitions, mentioned above, are found in the poetry of Guru Nanak as well as that 
of Guru Gobind Singh. 

In the Dasam Granth, the Jap, Akal Ustat, Gian Prabodh, Sri Mukhbak Swaiyas and 
Shabad Hazare contain the devotional poetry of Guru Gobind Singh. In addition to 
these his devotional thoughts are revealed in some parts and stray verses of his secular 
works of the Dasam Granth as well. We shall now examine the religious poetry of the 


—<—<—<—— 


ir, 27 9 H.L., 36 3. H.L., 30 4. Hi, 81 5. HL, 31;HHL,,8 


~s 
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Dasam Granth in detail, in its different phases, (a) doctrinal, (b) devotional, (c) didactic 
and (d) satirical. 


(a) DocTRINAL POETRY 
GOD 
1. Sachchidanand 


According to Guru Gobind Singh, God is ever true, conscious and blissful : 
“God is ever the Supreme Truth, the Supreme Consciousness and the Supreme Bliss*.” 


2. Ever Tranquil 
In His play of life and death, according to Guru Gobind Singh, God 1s: 


“Ryer Calm?” ; ‘Without anxiety?” ; Without desire’; “Free from pain?” ; “Enjoyer of 
bliss®”’ ; “Like the sky above the earth, calm and deep’.”’ 


3. Above Birth, Death and Worldly Entanglements 


God is above birth and death, and free from worldly entanglements : 
‘Thou art fatherless, motherless, unbegotten, above birth and death®.” 
“He is without body®”’ 
“God is without passion, without colour, without form, without outline ; 
He is without worldly love, without anger, without enmity, without jealousy ; 
He is without karma, without error, without birth and without caste ; 
He hath no friend, no enemy, no father, no mothber.'°”’ 
He hath no worldly attachment, no house, no desire, no home. 
He is invisible, without distinguishing dress and unborn."'” 
“He hath no disease, no sorrow, no worldly love, no mother. 
No karma, no superstition, no birth, no caste, 
He hath no jealousy, no garb and is unborn. 
I bow to Him as One: [ bow to Him as One™”’ 


1 @zT AAAS | Top, (198),Jap, (58) - = FAAT Jap, cs) 3. FAFA | gop, (38) 4, FATT | Jap, OH 


& AAT | sap, (9) 6. sa717t 1 Jap (15) 7. fadiga war Z| saltea Zar ll top, (198) 
8. qa ald a Sta TT Ble Sa aa fala | PoP) az fadta | A. U- (247) Of spappaqq | Yai IV, 8) 
10. aut a ti a et a te 


a We a md a Be a gal 
qa HH a ald a Aan a wea | 


a fat a aa a fet a ara A.U., (91) 
Cf. He has neither form nor colour, nor even outlines. ~Adi Granth, Mahala 1, Sorath, 6: 2. 

WHISz aayat. aq ad geaisita a ya: | —Bhagvadgite LX, (20) 
LL. a a a TE a FM a al 

= ies sacs ae I 

gaa | ae TAT 

aie <. aes <a. I A.U,, (92) 
12, a it a at a ale a ard | 


qa Ha aA AA aA aH a Fd | 

aga, wad, sat aEt | 

aut om 6¢ Wal BH et | A.U., (94) 
Cf. The Unseen, Infinite, Unatteinable and Irperceptible has no time (or) destiny.—Adi Granth, Sorath, 6: 1, Mahala I. 


dae ast ot, Sifa afe aa, ate fRAA TB C1 —aci Granth, Gauri, Kabir. 
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“Thou hast no son, no grandson, no foe, no friend, 
No father, no mother, no caste, no descent*.”’ 
“Thou were never born in the world : 
Wherefore every one describeth Thee unborn,?” 
“He hath no worldly love, no home, no grief, no relation, 
He hath no caste, no lineage, no friend, no minister. 
' I bow to the One Independent Being ! | bow to the One Independent Being? 1” 
“Without body, colour or attachment, caste, lineage or name.*”’ 


4. The Origin and Destiny of all Creation 
God, according to Guru Gobind Singh, is the source of all life, which ultimately 


merges in Him: 
‘As from one fire millions of sparks arise, 
Though rising separately, they unite again in the fire; 
As from the heap of dust, several particles of dust fill the air, 
And on filling it again blend with the dust ; 
As in one storm millions of waves are produced, 
The waves being made of water all become water ; 
So from God’s form non-sentient things are manifested, 
And, springing from Him, shall be united in Him again®’’. 
This single passage shows the predominantly Vishishtadvaita position of the Guru’s 
thought. 


1. Jap. (148) 


a. aif amt q wag a ala | 

aa aut Aas a i Ch.A., Intro., (13). 
2. 4 36 4 Fe a ats a ara 

see see een ees eee | 

Py . ‘ ~~ 
a Wd a ga a fat a we A. U., (104) 
qal om dat aal we at I 
a7 uT a ta safe aa Wa A aa | Jap, (84) 


of a ae sfaar afea | Yaj. XXX11, (3) 
HS CF MT t BR Be aT sd fant fast ge F BR ar a Pra 1 
HH UH YT ww Te BF BAe FC ae A aaa | 
HA GSAT Tay Be sate Fa F aT at ga A we 


qa faa ey t sya ys ae gz aél F aan at ant # ama 
A.W. (87) 


Of Sad gale afaa ata il efaeqe a Ba ag ca I 
aia aife faz qe IIT Il hal qr a Th BT |_aai Granth, Suhi Mahala 5 


‘The univers? comes from God, lives in Him, and returns to Him’ is an expression commonly used in the 
Upanishads and Mahabharat. 10 the Bhagavadyita creation is represented as evolving from God, as the world at the approach 
of day slowly emerges from the darkness of night, and again dissolving or vanishing in Him as the world disappears after 
evening twilight.—3S. R., Vol. V, 329. 

“Arjuna, at the end of every Kalpa (Brahma’sday) all beings enter My Prakriti (the Prime Cause), and at the 
beginning of every Kalpa, I bring them forth again.—Bhagvadgita IX, (7) 

*In a thousand pots one air; the pote break and the same (air) remains—Adi Granth, Suhi, 1: 3 Mahala 6 
"As small sparks come forth from fire, thus do all bodies, all worlds, all beings, come forth from*the One.” 
—Brihadaranyak Upanishad, 11, i, (20) 
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5. Eternal and Infinite 
God, according to Guru Gobind Singh, is without beginning, without end, without 


measure, without equal: 


ae 
. 


“Thou art incomprehensible, O God, and fearless ; 
Thou art most powerful, the Creator of sea and land 


Thou art the unshaken, endless, unequalled, immeasurable Lord.?” 
“Boundless is His form, boundless is His voice?.”’ 


“Thou art an Immortal Being, Self-luminous, described Immeasurable in might.?”* 


6. An Eternal Mystery 


-God’s mystery has baffled all the ages. He is, indeed, a mystery but a benevolent mystery : 


“Thou art unascertainable*.”’ 

‘Thou art unattainable and sublime®.”’ 

“Thou art hidden among the hidden*.”’ 

‘Thou hast no form or feature, no caste or lineage, 
None can describe Thy appearance, colour, mark or garb. 
Thou art an Immortal Being, Self-luminous described Immeasurable in might. 
Almighty Lord of millions of celestial kings, Thou art counted as the Sovereign of sovereigns. 
Thou art the Lord of the three worlds. Gods, men and demons, woods and even tne blades ef 

grass declare Thee beyond all things in nature, 

Who can describe all Thy names ? The wise recount only such of Thy attributes as are 
revealed by Thy works’.”’ 


°i sein 6a sre sar ae afrae aft af =u | 


—————— el 


seqd Wad Be . Pe: amt 4 G.P., (32) 
AGE St BATE art 4H) 
saa qyifa sawz saa sfadf aes Jap, ‘1) 


Cf. He does not undergo the least change—V.S., (ii) i, 27, 
The Upanishads declare that He is avikari or changeless, nityam or eternal,—Radhakrishnaa : Indian Philosophy, Vol.,I1,443 
aay = | Jap, (37) 5. sala 2 | Bq Fy Jap, (127) 6. WATT 2 | Jap, (108) 
aa faga we aqia aa ae ora afea fae 
eq in ae ta da aH a a aale fee 1) 
saa ade saws aaa oofeaifa aeet 
aif ex gait ae aefa afar i 
Fron a HC TEE eta aa aa fam sea II 
q Baa Fa Baa BUA a aaa gala |! Jap, (1) 
Cf. a dd a am 7214 fase Faas SG UA AAA |\—adi Granth, Slok Sahiskrit Mahala 5 
uur a wate az ach aat safe ae | 
gaat a safe sia aAgt Te aEH Asia | 
dou afe wale 8a, ainda at zt | 


SAS AGI SIA ALTA BM BR Aaa WA | 
— Adi Granth, Ramkali Mahala 5 


Digitized by Panjab Digital Library | www.panjabdigilib.org 


174 


THE POETRY OF THE DASAM GRANTH 


“To Thee who art eternal, who art merciful, 


Who art invisible and sublime, 

“To Thee I bow again and again2”’ 

“Who art formless, indeterminable incorporeal, and unborn. 
To thee I bow again and again?.”” 


“Who art imperishable, indestructible, nameless and abodeless! To Thee I bow again and again®,”” 


“Gods do not know Thy secret, nor the Vedas, nor Muslim Books. 
Thou hast no form, colour, caste or lineage, how can Thou be known ? 
Thou art fatherless, motherless, unbegotton, above birth and death, 
At Thee the wise wonder, and the three Worlds wonder*,”’ 


to make out : 


Cf. 


“Narad, Ved Vyas and other countless great Munis are weary of meditating on Him and are- 


God is, indeed, an impenetrable mystery which sages, prophets, and seers have failed 


undergoing pains. 


All the Gandharvas are tired of singing His praises and countless celestial maidens are, weary 


of dancing, 


The mighty gods like Vishnu have sought Him in vain. 
But no one has penetrated His mystery®,”’ 


“The astrologers, the Karm Kandis, the religions, the Vedas, the Trinity comprising Vishnu, Shiva 


and Brahma know not His secret. 


Millions of Indras, Upindras, Vyas, Sanak, Sanat Kumar and others are weary singing 
of His praises; Brahma is bewildered (at His vastness)®."” 


aqntad Barat | ana fered | 


qqad Bet | aad way | Jap. (2) 
anad saa | aged Baa | 
qaad BRS | AHA BATT I Jap, (3) 
aqanad sat | anad Bast | 
aqHad Bad | aqad Bae Jap, (4) 


tq Wa a wadl fae ar AR FAT II 

eq tt a ma wag waz fe Fall 

ada aa a wa wait waa ata fata ll 

qem qem (Gt aqr aH ala at at ala Jap, (82) 
ane mes 42 aran ala aala sea | 
fasrg faz ah au Fe He Baz BUA I 
mz: TZ 4% WaT aT Ie AM 
ata ata we Fargr West ae TTI 
Ate a Oh sald wz qf aqt q3z fa Tt 7 qT || —Sujan Raskhan 
WAR Wal wa faa acm ae feat! 

aq vq a wai faq ez se ga AIT! 

elt ef 45% fara aaa aaaHaie! 

me 1S Ys BA Da wa a aa ARI A.,U,(198) 


A. U., {200} 
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7. Omnipresent 


God is omnipresent aslove, It is impossible to describe or define Him : 


“Thou art the Primal Being, who never began, unborn, endless, 
Worthy of all praise, revered in the three worlds, luminous, mysterious. all prior and above all- 
Thou art the preserver, destroyer and the ultimate death of all. 
Immovable and happy, Thou residest in every place.!”’ 


ee eh 


“Thou hast no name, home or caste, no form, colour, or mark, 
: Thou art the Primal Being beyond all, birthless, primal and perfect. 
Thou art placeless, without a guise, appearance or mark, without attachment. 
Thou pervadest everywhere in the form of love*’’. 
“The One God is contained in all.*”’ 
‘The whole world entangled in false ceremonies hath not found God’s secret.*”’ 
“Thou art immanentin every form, absorbed in the contemplation of reality, O Destroyer 
of births®’’, 


‘He is far from all and near all.®’’ 


“Thou art both qualitiful and qualitiless.””’ 
“Immovable and happy thou residest in every place.®”’ 


8. Omniscient 


The Creator is not only universal and eternal but at the same time present in the 
heart of every creature of His, and knows even the innermost : 


“He knoweth what is within every heart, 
And the sufferings of the good and bad. 
He is is pleases as He casteth a look of favour 


qe TZ Alga ale eat! Gas alz |— Adi Granth, 4sa Mahala 5 


Tt stands pervading all.— Bhagvadgita X111/18 (iy). Lhere is only one God who is hidden within us all, 
— Swetaswatara Upanishad lv, (ti) 


a ax fear sumat aa di am a anaa Fl Vz a USAT | AD K3) 

5 | gt eal an et az eaeaa aarta gaa vera | Salsa ie) 

5. af af= apa Star | a2 ae ees areal |—aci Granth, Sorath Mahala 5 

6. ayatet quad ar! au,uw = 7 aa fana sale %2 GWA BA BT I a. v., ay) 


= wa aa farsa] AAA BI TATA tI! Jap, (79) 
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1, aif eq safe Atta — qa ATT | 
aaa fam 24 waq afk sztcl 
ALANA aqaes «860 RTA r 
aq aa faursd) sagt ea ftara | Paps 2 >» 
Cr. ng] q aq: Mi Eeall St aat : | Yaj. XXXII (4) a ala: Nast fay: TATE | Yaj, XXXU,(S) 
2, aq 3a oa sa osx ST [Utne Cte 
sf qa st ava sata safe sad | 
aq sitca wa sat eq ta a UTI 
aa aq fear faar 33 Blea 8 8=saenT | Jap, (80) 
3. ome S19 ava HT fasqrat | Ohy Big, Sasecs(e8) 
St At faaqray aAeT aa, a4 ute ute at AuIzal |— Adi Granth, Sorath Mahala 5 
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On all, from the ant to the huge elephant!””. 
‘He is grieved when His saints are grieved, 

And happy when His saints are happy. 

He knoweth everyone’s sufferings 

And every secret of men’s heart*” 

He is a searcher of all hearts®’’. 


9. Omnipotent 


The Creator is the ‘Sovereign of sovereigns’, ‘the Lord of the whole creation : 
“Almighty, Lord of millions of celestial kings, 
Thou art counted as Sovereign of sovereigns, 
Thou art Lord of the three worlds. 
Gods, men and demons, woods and even the blades of grass, declare thee beyond all things. 
in nature*’’. 
“Thou art the pardoner of sins, 
The King of kings, 
The Provider of means 
And the Giver of livelihood*’’. 


10. A Trinity 


God is Himself the Creator, the Preserver and the Destroyer, all in one : 
“The eternal Being that hast established the entire order of creation. 


1. qe ue S sac sl Aa! wa gt st Ge gaiaa h 
wal FT Sat Bagel | aac fea trate ste gar 1 P. Ch., 405 (887) 
Cf. It is I who am installed in the hearts of all (as their inner witness).—Bhagvadgita XV, (14) 
He is residing in the Heart of man.—V.5., 1, 2, 7. 
Ged's dwelling place is the heart of man.—Katha Upanishad, I, iii (17) 


2. gaat gawe @ gat) Fa We ama % get 
up UH Fl GX Wea | eae B qe ye at Wa II P. Ch., 405, (388) 
3. aa az ye F% satsat| A. U., (2) 
Cf a5 tA AZ WAT HAT |—aai cranth, Bhairau Mahala 


a fart aratia a2 gaatfa Pazar i—yvoj., xxxu, (10) 


AC ANGUNTH HAT Ba AT BT WaT FI AAMT e I 
“Thou seest even when I try to hide’.—AdiGranth, Sri 31 : 1—4, Mahala | 


4. ale 2 dofm ae aera aiaet i 
fawam adie ge at Hat Aa Aa qa faa Fea I ai 
= qata% srela | @ ara ofadt araqdara....--Il ah aS) 
He has the qualities of.,.... omnipotence.—V-S., (i) 2, 1—2 (ii) 1, 30. 
B. fi spar ame # || fe area ale @ I 
fe era af fo fe ast Rez 2 — seom) 
Of, He is the Creator, the Omnipotent, the Bounteous. He provideth His Creatures with sustenance, 


—Adi Granth, Asa-Di-Var, Pauri XX1V (2) 
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Thou, out of Thyself, created the Universal frame and Thou makest and unmakest all’”. 
“'Thou art the preserver, destroyer and the ultimate death of all*”’. 


He is the Creator and Destroyer of the world; 
He supporteth life on sea and land,’”’ 


“It is He who knows the right conduct and all that is good in this world. 
He is the Primal Being, Limitless, the Lord of Maya, the. Destroyer of the mighty and the wicked 


He is the giver of food and the inspirer of wisdom. 
Even kings respect Him. 


He is the Creator of the several Vedas, Vyas and millions of Indras and fifty-two incarnations*”’.. 
“Without body, colour or attachment, caste, lineage or name, 


Thou art the Destroyer of pride, the Punisher of the wicked, and the Giver of salvation 
and success®’’, 


“He destroys the wicked and feeds the world. He is beginningless. 


He chastises the wicked and reduces the strong to atoms. He is from the very beginning 
and is indivisible*’’. 


ante ta sat aafa arias aa fae aft 1 


aca faq faa qiva mga dstHare I Tap, (83) 
= senate earai | Bhagvadgita , X (2) Ay: | Yaj., XL, (8) 

aaNas BATA ae a Ya Feat Il Jap, (79) 

a war a faa...... gu fem: | — Kaivalya Upanishad I, (8) 

ata % ea etal Ha Aaa a wat Ta 7 A. U. (246) 


Cf. He provideth His ereatures with sustenance.— di Granth, Asa-Di-Var, Pauri XXIV (2). 
That knowable substance is the sustainer of beings (as Vishnu), destroyer (as Rudra) and creator (as Brahma). 
—Bhagvadgita X IIT/16 (iii and iv) 


Brahman (sam) is the origin, support and end of the world—V.S., (i) 1, 2 (ii) 4, 23—7 (ii) 2, 3. 

faaeran faa so areie aq ae) sf za sae aigfs eae gas ser I 

ara aa firara frana aaara aféz | az frre at ae fea ate Bz BIE ZN AV) 
faa ale ara sarge au, HAA ATE a FAT 
sth Ro faa wlat, alate aifa ad 
faze sqal war zit | _Adi Grapvth, Goojari Mahala 5- 
faa aie ste BIS, Us tH FT SIT |! 
ua av at aaa ate arael faqert | —Adi Granth, Bihagara Mehala 5 


He Himeelf createth, and He himself again destroyeth.—Adi Granth, Asa-Di-Var, Pauri XXIII, (2) 
It is for Him who made the world to take care of it.—Adi Granth, Asa-Di-Var, Pauri XXII, (4) 


aT ud a ta a af ma gaa ata |i 


Wy Wat FAS UAT Asa sss HAI Jap. (84.) 
gaz ata fag aa ane eq aa 
gaz ge gaze dea af 24 ade) A. U., (196) 
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il. Man’s Relative 


Man's relation with God is not simply that of a creature to his Créator ; but it 
has acquired the sanctity and love that is associated with children and parents, and relati 
between two friends : a 

“The Timeless is our Infinite Father, 
The same is Goddess Kalika our Mother.”’ 
“Thou art mother of the world?,”’ 
The bond of affection has turned Him into a kind friend ; 
“Thou art the companion-friend of all® ”' 
“He that is protected by the Friend (Syam) cannot be hurt by his enemites*.”’ 


12. The Embodiment of Love 


God is the Sublimest Love. He loves His creation, Love is a symbol of His 
existence : | 
“Thou pervadest everywhere in the form of love®.”’ 
“Thou abidest everywhere as love®.’’ 
By His love He has endeared all His creation to Himself : 


“Thou art dear to all?’ 
“‘God is the sublimest love*.”’ 

~ “Thou cherishest affection for Thy loved ones®,” 
“‘He beareth love to all®.”’ 


13. The Merciful 
God, according to Guru Gobind Singh, is Dayalan™ and Karim-ul-Kamal® and 
Kripalam®; 
ag is Thy mercy ; pure Thy justice , constant Thy renunciation ; and perennial Thy 
ISS 
1. aaa «6@ fear sq i ff shar ala eae I 
cr. a at aequfaar a faa | yoj. xxx, (10) 
AMY WAAT | Jap, (52 3. wala & | Jap, (36) 
4. faaat ainda WaHl gaa Faq fart tt B.N., X111 (24) 
Cf. sm HI iyar T 2 HUT Flat ll—Adi Granth, Majh Mahala 5 
Tq any aea ary ganr az fafa at seq Were |l—aaicranth Majh Mahalas 
UF (Jar CHA - aa aim qT HUT Wt zIg || —Adi Granth, Sorath Mahala 5 
alam foar mar @ ef su za area aft sfaqrt 1)—Adicranth, Ramkali Mehale 
qua alata faar aaa ada Aaet Aa GAT |l—Pondavgita, (28) 
a at aeqsifaat a faaqar it yaj, xxxu (00) 


a = in 
ay an fear faar gz Has HAT | Jap, (80) 


B. N., XIV (5) 


to 
— 


5. 
Cf, Steeped in love, immanent everywhere my Master is pervading —Adi Granth, Sri 25 : 1, Mahala L 
Ri Y Ata] aqui | Jap, (129) . 
7. aqada asta = | Jap, (166) 8. Sta Ha sep, (68) % ssftge fara 2 | Jap, (124) 
10. Get ia wl wa aT | Av, (244) az AAT} A. v., (247) 
1. TaN Jap, (60) 2, RIAA BATA Jap, (158) - is. faeqred Jap, (73) 
1s. afga axa | sifsa acd | saree ST) sae AMT gap, (74) 
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“Thou expellest the tyrants and art merciful to the poor',”” 

“Unparalleled is Thy goodness, persistent Thy fayour?.”’ 

““hou art the home of mercy’.”’ 

“Ever merciful, thou art the feeder of the world#,”’ 

“From the unseen beyond Thou showerest Thy mercy on all’.”” 

“Thy deeds are merciful®.”’ 

“Thou art the Ocean of mercy.”” 

“Thou art the embodiment of mercy®, ” 

“He bestoweth the divine attribute and happiness on His servants®,’’ 

“Thou removest in an instant the suffzrings of those whom Thou beholdest with a look 
of favour!,”’ 

“Compassionate to the poor, a mine of mercy, beautiful is the holy Lord of wealth",” 

“The world called Thee Ocean of fayour!?,’’ 

“It is Thou alone who cherishest the poor,” 

“On seeing Thy saints distressed, Thou becomest uneasy 
Wherefore Thou art styled the Kinsman of the poor™.’’ 

“On beholding the poor, Thou art compassionate to them. 

So we deem Thee the ‘friend of the poor.” : 
His favours work wonders : 

"The dumb would recite the six shastras, 
The cripple would climb mountains, 
The blind would see and the deaf hear, 
If God would only show favour'®.”’ 


1. Alaa fart z Tiga faarst Ff | Jap, (153) ; 
2, am AM Baa il Far | 6Aea Il Jap, (170) a 
3 HOUTA 2 | Jap, (171) ‘ . wEUTRT F | faeduz 2 \| Jap, (175) j 
5 qca qt 2 || BATTAL z Il Jap, (176) 6. See | Jap (178) «9-7, BRUNIA an Jap, (181) J 
8, zeal BEd | Jap, (199) d 
9 faqza al Ha Ta 3@ Far | P. Ch., 405 (386) J 
10. faut fgale aa wile faeitel | aie ara afae ale aft ar il P. Ch., 405 (309) 
1. Ql Tesi Tea Bt Alga WZ” ata es az || A. U., (246) 
12, weutsta AT aq TAU Ch.A., Intro,(10) ‘ 
13, aT sa Ta faqrar K.A., (435) 
14. ada zal fata ABW |\aia aq ara meals i] Ch.A., Intro. (8) 
cf. He de MTR Baa WwW ae ae BA BET | _—ralsiuas 
i fave ela ot dia ea, Ha da en a4 faut | Ch.A., Intro, (10) 
of. aaa ga eta Ta araa Eas |—surdas 
16. Wa Bat laa ale far firea safe spe | SM alg aratat, qi az firftat mea Il 
aq aa qattaa St ara fei FUE I AIG Gal gy tay zal asa wlawa Fea I 
53 Hh BR a Tulsidas : Ramcharitmanas, Bal-Kand. Soratha (2) 
| Also see P. Ch., 1 (48) Aa sila arate TF, waza fritq 
Ct. gaat anda da aera ata Waa! RE and ae qaaeATTaT | 


aint aaa fot ae THA BATHE |l—adi Granth Slok Sahaskriti Mahala 5. 
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14. The Friend 


It is to Him that we should appeal in time of distress : 

“Convey to the Dear One the craving of His devotees for Him. 
Without Thee the luxury of downy beds is painful like a malady ; 
Life in a palace is like dwelling amid serpents ; 
Without Thee, pleasant beverages are no better than the cross or @ sharp poniard, 
Without Thee, these comforts are killing like the butcher's knife ; 
A pallet of straw is dearer to us, if the Dear One be there ; 
Palaces burn us like the infernal fire, if Thou be not with us*”’ 

“Being Sahib*, Lord of the Dass*:”’ 

‘He protects us in various ways from disease, sorrow and water sprites, 
The enemy aims many blows at us, but none of them can touch our bodies ; 
For He shields us with His hand, and wards off all kinds of evil away from us. 


What more shall J say ? He protects us even in the mother’s wombé.”’ 
15. The Provident 
God not only creates but also provides for the sustenance of all : . 


“Thou art the most supreme Lord, who feedest all from Thy privacy*.”’ | 
“Thou givest to all and knowest every thing®’. 

‘All receive their food and guidance from Thee’.” 

‘'Thou art the store of virtue, and bountiful®.”’ 

“Thy bounty extends to all the corners of the world®.” 

“Thou art — the Provider of meals and the giver of livelihood*’’ . 
“Thou providest comfort and nourishment to all*",”’ 

“Thou art the merciful giver of bread™.”’ 

“Thou out of Thy mercy feedest all?*.’’ 

“Thou art the feeder of the world,*” 

“Thou fillest and feedest the whole Universe™.”’ 


L fax fant a ag qdai a seat 1 
aq faq tq wre a sca am fare 2 wo 1 
aa audt ane faa faq wearal a asm | 


me a mq wae tm was Sfesi a EU I SH, (6) 

ac wm a faaa at arm faa faa dat at 1i—Aerees 
2. @fiqa—a. v., (26) 3. T_B.N,, VI (32) : 
4. ima 3 at Alaa FRA aA Fs ag ia TTF II 


aa san qaalaa Ta qh a ws a aa wa il 
uaa 2 aval a 2 at Wy age a fea Wa I 


ait sl Wa wal He alat q qz al & Ge gia aaa \| A, U., (248) 
5. a Gu GH Tegal | Jap, (60) 6 atq STAI, Ata RTSTAT | Jap, (78) 
1. gtd Aaa, BA BATA | Jap, (77) 8. TATA Sey | Jap, (91) 
% Sat Wh aaa Jap, (98) 10. fi ITA alaz é fee tiatt freq @ Jap, (109) 
ll. fe arqa ala fH ATA TG Il gap, (116) 1 fi arma te SI Jap, (251) 


13. THES EA El sup, csey) FARA AT EL separ) 1 aA Taw AAT ATH AMT | sop, (199) 


Digitized by Panjab Digital Library | www.panjabdigilib. org 


THOUGHT VALUE 181- 


i “The suppliants are many while there is but one giver.’”! 
‘Compassionate to the poor, an Ocean of mercy, 

He beholdeth man’s sins, but wearieth not giving.’ 
“The Beneficient One ever beholdeth man’s secret 

Yet He becometh not angry, and withholdeth not their daily bread,’ 
“To those who know Him He giveth, 

To those who know Him not He also giveth; 
. He giveth to the earth, 


He giveth to the heavens.’ 
‘He is the bestower of food,’’ 
‘Than Thou there is none other cherisher of the poor,’’* 
‘He bestoweth on all but beggeth from none. 

Wherefore He is recognised as the Providence.’’” 


16. The Unity in Diversity 


Guru Gobind Singh believes in the unity of all creation, the caine princigle 
of which is God Himself. All life, according to him, is ‘Absolutely One?’* 


Addressing God, he says, 


“Thou appearest in all forms and beholdest everything '® 

“Thou art like an ocean rippling with countless waves unbroken and mysterious,’'! 

“Thou art quintessence of all things yet unformed of the elements,’ 

“Thou makest ali things flourish, and then scatterest away; to Thee | bow again and again.’’!? 

“Thou art Almighty Creator, whose hand is in all concerns of the world. To Thee I bow 
again and again.’’ . 

“Thou art multifarious and yet one.’'!# y 

“Thou dwellest in all that is,” : Hi 


eS i) Amaia 


Laat Bae g Ue az 1a... 28) > Ant {eae qemitata 2 aaa — 2 qz ta a eK | ALU, (243) 
; 3. Tsft Aus alsa UAH US Bea BW US F ZIT | av. easy 

4. ara Bl Sa Asia Sl Fa Gala Bl Fa TATA Fi Ze II AT, (Ht), 5 TH Av. eg) 
: 8. TMAAaAIA A TAT ala |p. ., 1 (92.) 
1 21% al BAT GA Ft | STA Tal corer ana. Ch.a . Intro, (16) 
; 
a 


Cf. He is the Creator, the Omnipotent, the Bonnteous ; He Provideth His creatures with sustenance, 
Adi Granth—Asa-li-Var, Pauri XXII1 (2) 


. 3 WH | Jap,(9) 8, ca avaa val | fe ata TAT | Jap (115) 
0. saga ALT S1 BAT F BWA F Ml Top, 124.) Le aar aea aa | Sad BST Il Tap, i186). 

12. qat ava TH | TAT BLq AA | Jap, 22 3. aad AUT | AMAT PRAT | Jap, (24) 

MW. sata & | fet tH FH gap, 3, is, auagfataaat | sap, (5s. 


‘ — > 
i “If”, says Teja Singh,““‘we were to study Sikhism as a new organic growth evolved from the existing systems of thought to 
meet the necds of newly-evolving humanity, we should find no difficulty in recognising Sikhism as a distinct system of thought, 
, “Take, for instance, Guru Nanak’s Asa-di-Var which in its preliminary stanzas lays dowh the fundamentals of Sikh belief 
about God......... God is called ‘the in-dweller of Nature’ and is described as filling all things ‘by an art that is artless’ (xii I—2), 
He is not an impotent mechanic fashioning pre-existing matter into the Universe. He does not exclude matter, but includes and 
7 transcends everything —Sikhism, 5 | his : 
“Tn truth, the Sikh Gurus have combined -the Aryan idea of immanence with the semitie idea of transcendence, without 
’ ’ \ 
taking away anything from the unity and the personal character of God,"—Sikhism, $ 
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“Thou art the fountain-head of all.’”! 
“Thou art one, yet appearest manifold 
Verily Thou hast countless forms 
Having played the inimitable play, 
Thou remainest one and above in the end,’"? 
Thou hast but one form, and that form is incomparable 
Thou art in different places, a poor man, a lord or a king,'’® 
“Sometimes thou sittest as monarch on the lotus flower ; 
Sometimes as Shiv Thou gatherest up creation, 
Thou didst display the whole creation as a miracle 
Thou art the Primal One from the beginning of time; Thy form was uncreated’’’ 


17. The Punisher of the Evil 
God, says Guru Gobind Singh, is 
“Effacer of evil acts. ’"* 
“He destroyeth misery and sin ; He crusheth an army of evil men in a moment,’”® 
‘He punishes wrong doers, tyrants, and oppressors”? 
Addressing God, he says, 
Thou repellest away the tyrannical.’’® 
‘Thou expellest the tyrants. 


Thou destroyest the oppressors, 
And removest all fears.'’? 
“Thou slayest the tyrants and discardest the fools’ 
“Thou......crushest the evil doers,’’!! 
‘ Thou puttest an end to terror and destroyest 
Thou punishest the oppressors, the wicked.’”?8 
“Thou are the annibilator of the oppressors.’ 
“On seeing Thy saints distressed, Thou becomest uneasy.’ 


- anual fara | Jap, (64) 


-— _ 


am ya ade saa ala BT BAS | 
aa ada waa aaa, a'a at feft cs 1 Jap, (81) 


“That is the Real Unity......all the worlds are held in it, there is nothing which transcends it, As the one energy 
pervading the universe appears inso many forms in the variety of objects, so the Innerself of everything, always a unicy, 
appears to take on so many forms but for-ever transcends them.” —Kath Upanishad 1. P. & M,C. 15 

The One Self is the support of the whole universe, which, but for it, would be nowhere.” 

—Chhandogya Upanishad 1. P. & M. C., 16 

“As small sparks come forth from fire, thus do all bodies, all worlds, all beings, come forth from the One.” 

— Brihadaranyaka Upanishad 1. P. & M. C., 17. 


3 OF BY HAT BRT wa ca aT AT Pen. 405 09 
4. %e Hea um & Feri se feats way aac zHsr Il 

fant faafe fears aa | anf Bre Fe AAT I — Pp. cn, 405, (395). 
5. aft TAAABT | sh. H (4) 
& ged & Za aa ast ta THT H ga H aa |i av. ou 
1. Gaza FH PATI p.ch. 409 (282) 8. Tatga Faust 21 sap, (248) 


9 adtgafera @ | wigafara e | etgafaeea £1 fergafeara F) sup, coy 
10, SUA € | Gaea Sl yop i)  @AAABE | sop as)  wiwae) setae FI 
fgarqa z l eevexeeel Jap (182) 13, Jap, (198) 14. Ch. A., Intro, (8) 
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18. The Lord of War 
This is a unique conception of God, which only a soldier-poet could entertain. 
God is symbolised in the weapons of war, God is the world-hero. God is Death. God, 
as it has been noticed above, is the Punisher of the wicked and the tyrannical. He helps 
those who take a stand against evil-doers and tyrants. This aspect of God has been 
stressed again and again in his praise of the Timeless, To Guru Gobind Singh, God is, 
as Kipling calls Him, ‘The Lord God of hosts”, Guru Gobind Singh often calls God, as 
in the beginning of the Akal Ustat, ‘‘All Steel”’,1 “All Death”.* In the Sastra Nam Mala, 
also, we find him invoking God in the language of the weapons of war : 
“Thou art the Arrow, Thou art the Spear 
Thou art the Hatchet, Thou art Sword.’ 
‘Thou art the Goddess of Death, Thou art the Sword and the Arrow, 
Thou art the symbol of victory, Thou art the world-hero.’” 
“Thou art Bhalla, Sethi, Bhatha, Katura and Barchha 
Thou art Knife and Sword, Thou art Arms, Missiles, 
Thou art Shield, Thou art Sword and Bhatha , 
Thou art the Breaker of Kavach - 
Thou appearest in all these forms.’’® 
In the beginning of the Bachitra Natak, he invokes God in the same style: 
“YT bow with love and devotion to the holy Sword, 
Assist me that I may complete this work.’ 
“I bow to Him who holdeth the arrow in His hand, 
I bow to the Fearless One 
I bow to the God of gods who is in the present and future.””” ‘ 
“'T bow to the Scimitar, the two-edged Sword, the Falcatono and the Dagger, 
1 bow to the Holder of the mace who d ffused light through the fourteen worlds.’ 


ee A —— —— | 


1. ee U. Introductory Stanza. a. Biase 4 UU» Introductory Stanza, 
: ait aa) Bal gzl Gal aat aT S. M. (4) 
4, ela gél alel aet get aa sade | 

dal faaredt sila al ary gél sardic | 8, M., (5) 
°, gai ga att wat gfe oe ata | 

dét sant @a aa gaat wz fara | S. M., (68) 

aaa Baa dual fa gual saa faa | 

BIA Geel Ad TH sas Ata |i Be Mt?) 
6. Ada Bl as a at Gg fag faa are Il 

qt mt fet 22 gu afz Hig ele {| B.N., I. (1) 
z, val aTagia «oll ant = faxaarat tl 

vat tqzq || wari Has | B.N., 1. (88) 
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faa tee fe 7 sia ss faarfta 1 B. N., I. (87) 
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“I bow to the Arrow and the Musket 

I bow to the Sword, spotless, fearless and unbreakable ; 

I bow to the powerful Mace and Lance, 

To which nothing is equai.’”? 

“Tl bow to the Arrow and the Cannon 

Which destroy the enemy. 

I bow to the Sword and the Rapier which destroy the evil.’”® 
“T bow to all weapons called shastar (which are held). 

I bow to all weapons called astar (which are hurled or discharged).’’* 
‘'The God of war has a sword on His banner.’”* 
“‘T bow to Him, 

Who holdeth the discus. 

Who is not made of elements and who is terrible 

I bow to Him of the Strong Teeth ; 

I bow to Him Who is supremely powerful." 


It was Guru Gobind Singh, who introduced the Sikh prayer with an invocation 
to the Sword ; 


“Having first remembered the Sword, meditate on Guru Nanak.,’’”¢ 


It was he who inscribed sword (Khanda) on the Sikh banner of peace and war 
in fighting against the Moghal tyranny. In support of his recourse to sword Guru Gobind 
Singh expresses his belief that : 

"When all other means have failed, 
It is righteous to draw the sword.’ 

God, Who, as Guru Gobind Singh says, adorneth the brave, is invoked as sword by 
him, to help him to fight for the oppressed : 

"Thou art the Subduer of countries, the Destroyer of the armies of the wicked in the battlefield. 
Thou ca adorneth the brave. 


gaveavT peel a seek Thy protection... ...+.e-Hail to Thee, O Sword !’”"* 
1. AAAERA HIE ae dai ll aalea Haut aaa spt 
nat frac ant aetta ou fae geet de alata dar) BN» ES) 
2 wat oat oat uu fat Oa II 
qat aa get \| fad gaz Fez B. N., I. (90) 
3 fat aaa ala il anaat ala || 
fa sq wa | aaa aa | B.N., I. (91) 
4. agiaa H aufa faerdt i P. Ch., 405 (401) 
6. qa | | SRAM Ml ay IT 
wal sqzrs’ | watfaae nts’ | B, N., I, (89) 
6, faq wate fauce ae area ag fame | Ch.Vi, (1) 
7, Jat At she glad wa | 
- gaa gta F gag cae Il Zafarnama, (22) 
8s. B.N., I, (2) 
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Guru Gobind Singh addresses God as a sword to destroy his enemies :— 


“I bow with love and devotion to the Holy Sword 
Assist me that I may complete this work.” 


Dr. Narang’s appreciation of the Guru’s conception of the sword is worth quoting : 


“The following four verses of Govind Singh forming an invocation to the sword are among 
the finest of theirkind to be met with in any literature of the world.”’ 
(The text is given in the footnote.* Here only the translation is given) 
‘O, Sword, that conquers countries, 
That ravages hordes of fools, 
That wagest the deadliest wars 
Bestower of all the boons' 
‘Lhy arm, it is infrangible 
Thy flame, it is unquenchable 
Thy light, it is uneclipsible 
That shines like a hundred suns 
Thy refuge I implore, 
Thou soothest pure-in-heart 
Thou razest the wicked to naught, 
Hail, Creator of the world ! 
Hail, Saviour of the Globe 
Upholder, O” me-Thy slave 
Hail, Thee, hail mighty Sword.’ 


The idea of “Martial God”, is further conveyed by Guru Gobind Singh in warlike 
names that he gives Him : 


1, Chhatram Chhatri® (qq qi)—The best hero (warrior) | 
2. Satram Pranasi‘ (qa sui) —The Destroyer of enemies, 
3. Asipan*(sifagm)— The Holder of Sword, 
4, Asidhari® (afant)—The Holder of Sword. 
5. Asidhuj’ (afya)—With sword on His flag. 
6. Asiketu® (aferta)—With sword on His flag. 
7. Kharagketu® (qea%q)—With sword on His flag. 
8. Sastrapane’ (qxaqit)— The Holder of striking weapons called shastra (i.¢., Mighty destroyer), 
9. Astrapane™ (saaqia)— Che Holder of missile weapons called Astra (i.e., Mighty destroyer) 
10. Astramane’ (aqaqiq)—The Holder of Astra (i.e,, Mighty destroyer) 
ll. Sarb-Loh™® (axqattr)— All- steel. 
12. Bhagauti™ (atsa)—Sword, _ 
13. Banpanam™ (aampej)—The Holder of an. arrow. 
1. 8. R.V, 286: B.N., I, (1) 


2: “Tos: 12 


aidziaze aazade afamad qvaz I 
qatenus aaqae sifaaae wand il 
Tae aR guafdaa «= faalaatat AAT II 
cS A pa ae < 
aS ser faaesaem aasfagem Fat | BN. I., (2) 
3. Jap, (106) 4. Jap, (198) 5. Rama Avtar, (863). 6. Shabad Hazare, (4) 7. P. Ch., £05, Benti Chaupai,(381) 
8. P, Ch, 405 9. P. Ch.,—Benti Chaupai—405, (401) 10. Jap, (52) 11. Jap, (152) 
12. Jap (52) 13. A. U., (1) 14. Ch. V. (1) 15. B. N., 1 (88) 
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14. Dhanurpan' (yqrqmq)— The Holder of a bow 

15, Kharagdharam?® (azaac)—The Holder of a sword. 
16. Sarangdhar* (ai waz) — The Holder of a quiver. 

\7* Kharagpanam* (a@enqay)— The Holder of a sword. 


The sword is the symbol of God Himself. It performs the dual role of preserving 
the good and destroying the bad inthis world. The poet says, 


‘Thou bestowest happiness on the good, Thou terrifiest the evil, Thou scatterest sinners, 
I seek Thy protection. 
Hail! Hail ! to the Creator of world, 
The Saviour of creation, my Cherisher 
Hail to Thee, O Sword !’’® 


These lines clearly express the implicit faith, Guru Gobind Singh had in 
the martial type of heroism. The sword to him had a divine significance. Jt was meant 
more for self-protection than for over-powering others. Guru Gobind Singh acquired so 
much attachment for the sword that his love for this weapon appears like that of reverence 
which is indistinguishable from worship. The sword for him was a symbol of power 
and self-respect. The ills of society could be remedied only with this weapon. The 
wicked are destroyed and peace established only by force of this bright Sword. 


19. The Guru 


The need of a guru’s guidance has throughout been acutely felt in the Bhakti 
movement. This creed of guru was in vogue in the time of Guru Nanak also. He 
himself revived it when he installed Guru Angad in his place by ignoring the claims of 
his sons, Sti Chand and Lakhmi Das. The same cult continued till Guru Gobind Singh, 
who declared that his descendant was Guru Granths, 


While the instruction of an earthly guru, the one who himself has experienced 
union with God, has been considered invaluable, the tradition of calling God as a True Guru 
or a Great Teacher is also very old’. In his verses, Kabir is also sometimes found using 
the word Guru for God Whom he also calls Sat Guru. 


The Sikh Gurus believed that the true Guru is God Himself. In the Adi Granth 
God has again and again been called as Guru*. Guru Gobind Singh also, in his Dasam 


— — cl 


1, Shabad Hazaroe (4) 2, B.N,, T,. (86) 3. GP. (85) 4, B.N., I, (3) G.P., (29, 35) 6. B. N. I, (2) 


a * : ~~, ‘ . 
8. siren ae area 41 4 Aaa Gar |) aa Peer at eam S Te Arba aa 2A 
Panth Prakash, Niwas 40, p, 338. 
“Ee o~ » * 
1 Gaara We: BletaAaASs ATT ||—Patanjali ; Youdarsban, I (26) 
8. ‘hou (i.e., God) art the true Guru, I am Thy novice —Adi Granth, Gauri 2 
. ne Aat Fa at Aydt Th FAA [|—Adi Granth, Siri Rag, Mabala 1 
G ATar TX G3 TAB ||—Ad: Granth, Siri Rag, Mahala | 
> “ 
ait HU Fal aal, al Ala at slg tl 
oO c. o 
ANE a aarat qv = aq Ale WEA AAS |l—Adi Granth, Subi Mahala 4, Ashtapadi 
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Granth, considers God as his True and Supreme Guru’. While speaking of his birth the 
Guru states in mostclear terms that his birth is due to the devotion of his parents to the 
Supreme Guru Who being pleased with their devotion, sent him on a mission : 


“The Supreme Guru was pleased with their devotion to Him. 
When God gave me this order I assumed birth in this Kal age.’™ 
The Divine Guru sent me for religious sake.’’® 


In Bentt Chaupai, at the end of the Pakhyan Charitra, he reiterates this belief, saying 


Know that He is my Guru, 

Who made the whole world 

Who created demigods, demons and y2kshas 

Who is the only God incarnate from beginning to end. 
My obeisance to Him alone.‘ 


Such examples, as quoted above, are not few and far between in the Dasam Granth 
to show that to Guru Gobind Singh God was the Supreme and True Guru. 


The God of Guru Gobind Singh, though real to him, is a very shadowy being. Like 
other Hindu thinkers he uses negatives in describing Him*. It must, however, be confessed 
that the Guru’s conception of God as outlined above leads one to believe that to him God 
was not a mere abstraction. The attributes he has usedto describe Him are not only 
impersonal but also qualitative and those which personify Him. To him God is the Saviour, 
the Cherisher, the Guru as well as Akal Purakh, the Beautiful (Sundar), the Sword to punish 
evil, the Holder of a bow (Dhanurpan), and the Lord of war and also Father, Mother, kind 
Friend and Lord of the dass (Guru Gobind Singh). God, according to him is, no doubt, 
Almighty, All-Powerful and Supreme, yet one within the approach of a common man 
irrespective of caste and creed and one with Whom man can have intercourse. 


Guru Gobind Singh has shown a definite leaning towards Vishishtadvait conception 
of God or modified monism in which man’s spirit is considered to be a portion of God and 
which when finally reunited to God, retains its own individuality and conciousness. 


——— 


1. P. Ch.—Benti Chaupai—405 (385) Zafarnama, (71) 2. B. N. VI, (4) 3.B.N. Vi, (42) 4. P.Ch,—Benti Chaupai—405 (385) 
5. aH Tea Be WA Bla He Ta alea fre u 
eq in ae ta Waatn alea aaa fee 
arama = aMsaeta 6 afaatfe atest ou 
elie g3 sai ome | oareri aht 
aay ada at ae ag sa aa aafam aeq 1 


a Wa a Ft HII aHAIN ata Baa | Jap, (1) 
Also see Jap (2—196) 


Digitized by Panjab Digital Library | www.panjabdigilib.org 


188 THE POETRY OF THE DASAM GRANTH 


SOUL, TRANSMIGRATION AND SALVATION 


Guru Gobind Singh believes, like other Bhaktas, in the emanation of soul from God, 
and its eventual salvation by way of merging into Him. This thought is ancient and is 
met with in the Upanishads and the Bhagwadgita. There are verses in the Dasam Granth, 
which are inspired by this thought, e. g., 


“Asin one stream millions of waves are produced, the waves being made of water all 
become water. 


So from God’s form non-sentient and sentient things are manifested, and springing from 
Him, shall be united in Him again,’ 


“AS light blendeth with darkness and darkness with light, so allthings have sprung from God 
and shall be united in Him.’ 


The Guru maintains further that those who do not believe in God are punished by 
Him in the form of transmigration : 


“He who knows not the one God will be born time and again,” 


Disbelief in God is, thus, a sin in the eyes of the Guru. No less sinful is, however, 
a disbelief in the mission of the Guru and a faith in the learning of ancient scriptures. The 
latter sin is also punished and the disbeliever is reborn again and again until he realises 
his sin, In this connection, he reveals that God said to him thus : 


“They who shrink from Suffering, 


And, forsaking Me, adopt the way of the Veds and Smritis, 
Shall fall into the pit of hell, 


And continually suffer transmigration,’’4 


The transmigration of soul can. according to the Guru, b 
Salvation attained, if one loves God and endures 
Bachitra Natak God Himself tells him - 

seit hey who endure bodily suffeiings. 
And cease not to love Me, 
Shall all go to paradise, 
And there shall be no difference between Me and them.’" 


The same thought is expressed in the Akal Ustat also, 
“He who with single heart meditateth on Him even for a moment. 
Shall not fall into Death’s noose.® 
‘They who touch the feet of the Lord of we 
Again, in the Shahad Huazare, 
God's protection only : 


e brought to an end and 
physical sufferings. As narrated in the 


alth shall not again resume a body.’’7 
the poet stresses the importance of the need of 


“Except in the protection of the one sole God nowhere is Salvation.’’® 


Guru Gobind Singh, accordingly, takes God as the origin and destiny of soul 
and believes in the transmigration of the soul and its eventual salvation. He vehemently 


rejects the belief that salvation is obtained by penance, lip-worship and self-immolation. 


4, A.U,, (87) 2 AL U., (88) 3. Mehdi Mir (6, ii) 
B, N., VI (21) 6. A.U., (10) 7. AU, (28) 


4. B.N,, Vi, (22) 
8. Sh. H,, (9) 
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THE COMING OF A SAVIOUR 


Guru Govind Singh believes in the idea of a saviour appearing from time to time 
when the world is in trouble and wickedness takes the upper hand of virtue. The Guru 


‘$ays : 


Whenever a whole avalanche of miseries and sufferings rolls down upon the human creation the 
Avtar incarnates himself into ene or the other form (animal, human or supernatural).? 
He further says that he, too, has assumed birth with the same purpose: 
“I assumed the birth for the purpose of spreading the faith, saving the saints and extirpating the 
the wicked.’”” 


He, however, believes that the saviours (Avfars) are not descents or incarnations of 


God ; they are the elevated souls blended with Kal-Purakh : 


“There are millions of Bishen and Mahesh in the body of Kal-Purakh (God), 


These elevated souls are called upon to come to the rescue of mankind in dis- 
tress and save them from humility : 
‘The Infinite Kal-Purakh ordered Bishen to incarnate in the form of Bawan as eighth Avtar,’”* 
Having done the needful the Avtar goes back and remains blended with Him. 
‘Having relieved the earth of the burden, the Avtar (Bishen) went back to Heaven and remained 
blended with Him,*”® 


THE UNIVERSAL BROTHERHOOD 
The Guru’s conception of universal fatherhood of God leads to his belief in the 
universal brotherhood of man, Though Guru Gobind Singh hated tyranny and rebelled 
against it, yet he bore no ill-will against any religion or community. He regarded 
all human beings as the children of the same common father : 


‘All men have the same eyes, the same ears, the same body, the same build, a compound of 
earth, air, fire and water.’ 


1. a4 ta ala siete sa || aaaa Fz ata SAAT I Ch. A., Intro. (2) 


cf. qet aa qaqa iaraaafa ara | 
BATA qa qatar GAA ||—Bhagvadgita, 1V (7) 
HA FI ZS MAH alt | alele BAL waa Alaaral 
ae Baia ate ae ateat | defe fag9 Fay ge AAT I 
aa aa sy ait iaaa aie | afte aoraty asza Get 1 
WR AT ate Bee wae fat gia ag | 
am fate faa Sq wa AA BL ZT Ul—vursi: ‘Manas, Balkand, (121) 
qq qaaa dt saa u gue aMa al wa sh BEN. VE (43) 
Ci. qa anal faa 3 sHae | 
qq deca aera 2 qa \_—Bhagvadgita, LV (8) 
HATS at af at sifze Tae ata l|—shesh-shayi A (1/ 
Qt SEH BARA sa u att ws aA WALA U—pawan a, 3) 
_ WAR ME MAW At Wa AAS u_pisbana, (4) 
Chad Uh Ba Ut 22 US Aa BH Ae aaa sl ara at Taye |i av. (86) 


2 RW 


t< 
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By nature they are the same. It is only in the outward appearance that they differ + 
“Deities, demons, yakshas, heavenly singers, Mussalmans and Hindus adopt the customary dress 
of their different Countries.”” 
They have also different modes of worship though the object of their worship is the 


same, the one and the same God. 
“The temple and the mosque are the same ; 
The Hindu worship and Mussalman prayer are the same, ’’® 


“The Sikh Gurus made this improvement on the previous idea that they declared 
the whole humanity to be one, and that a man was to be honoured, not because he 
belonged to this or that caste or creed, but because he was aman, an emanation of God, 
whom God had given the same senses and the same soul as to other men*”’ : 

“Recognize all human nature as one.” 

‘All men are the same, although they appear diferent under different influences. 

“The bright and the dark, the ugly and the beautiful, the Hindus and the Muslims, have 

developed themselves according to the fashions of different countries, ’”® 
All men are the same; it is through error they appear different : 
“Allah and Abhekh are the same ; 
The Puran and the Quran are the same; 


They are all alike ; 
It is the One God who created all.’”* 


“What is a Hindu or a Mussalman to one 
From whose heart doubt hath vanished.? 


The Muslims use the Tasbih and Hindus Mala , 
The Muslim recite the Quran, the Hiodu read the Paran.’ 
Those who have not realised the essential unity of humanity in God are a source 


of great mischief to the society : 


— =, = Se ee ae 


17 


“<Fools have wrangled and died over discussion of these differences,” 
These wranglers do not love God. They have not had any experience of meeting 
God nor do they have any principles. He further says that : 
“They who love God . | 
Heed not these divergences and live joyfully.” 
They who realise the primal Being | 
Let no other belief enter their minds and bearts. 
7 They who cherish another belief will not realise the Lord, Our Eternal Friend “*" 
L. Sqar sa Hee tas qa leg fat fant ted e Aa FT sara & ty A Us (88) 
2. Seu adie alg gal at faats Be mAM aT oH F was st wATs Fl ATO) 
ct. q azar faraaae saa fac fea stat on arfear aie ce are aafeer stat 
Adi Granth, Dhanasarn, Mahalal, 16 
3. Sikhism, ll. zs. A. U., (86) 5. A.U,, (88) 
6 saz saa ae qua at GUA Be TH A wey aa oe Maas Fy AU. (80 | 
- sa sf wat wa sari faeg mrt feg feat gear Ch. A. Intro, (19) 
oh qual 3% Alar Full ae Bua FMA TqtaT II Ch. A. Intro. (20) 
8. ata fase aa At Ast i) HH A CM A AAT ART il Ch, A. Intro, (21) 
9. suftaca faa cH vara u gata wa aA AA Ale say | Ch A Tato. (A) 


10. 3H wa gd a ut ig a He frat a art i Che A+Intro, (22) 
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(b) DEVOTIONAL POETRY 
WORSHIP 


191, 


In the centuries before Guru Gobind Singh, the Bhakti movement had developed 
greatly in India. Guru Gobind Singh is in the line of succession of the religious leaders like 
Ramanand, Kabir, Tulsi,Sur and Nanak who advocated bhakti or loving faith and devouon, 
for those who would find God. According to Guru Gobind Singh, the ultimate goal of 
human existence is the attainment of real and eternal happiness which results from the 
liberation of the soul from transmigration by way of its reunion with God Who is its orgin 
and destiny. For salvation and enjoyment of inherent bliss, therefore, man must seek union 
with his Creator, and that is possible through worship alone : 


Salvation 


“They who touch the feet of the Lord shall not again resume a body.” 
“God is worshipped that by worship salvation may be attained.’’* 


Immortal Bliss 


If you wish (to have) always happiness of every kind, then plunge deeply into the sweetness 


of God.’' 


“ff thou desirest to obtain the Supre ne bliss, be absorbed in the love of God.’"* 


Immense Yi ealth—No Use 


He apprises people of the fact that : 


“Without worshipping the name of one God and loving Him, even kings are of no account. 
‘Without worshipping the name of the Lord, 


home (grave.’’® 
False Worship—A Distraction 


195 


they (Emperors) went at last to their final 


He warns his followers against the false worship which may distract them from the 


right path and cause utter frustration : 
“© man, worship none but God, not a thing made by Him,’ 


The Guru says union with God cannot be attained by false worship : 


“No 
“THe 


advantage can be obtained by the practice of false religion.’ 


Merciful One is not pleased with circumcision.'” 


Speaking for himself, he says: 


“T will not close mine eyes (as some Indian fagirs do) or do any thing for show.’’” 


Real Worship 


The Guru, therefore, enjoins his disciples first to put faith in God, aspire for 
union with Him, develop perfect love for Him and then meditate on His name : 


Faith is 


FAITH 
the sheet-anchor of an aspirant. The Guru says: 


‘Put faith in no created thing beside the Creator.’”}! 
“Own Him as thy God.” 

“There is no Salvation for thee except in His name.**!9 
‘‘Blest is his life in this world who repeateth God’s name with his lips and meditateth war in 


1. A. U;., (28) 
5. A, U., (24) 
9. B.N., I, (100) 
13. Sh. H., (10) 


his heart,’ 


— 


— 


2, 3B. N, I, (99—1i) 8 Sh. H., (3—iii) 4, A. U., (243) 
6. A. U. (23) 7, Sh. H., (3) S. 8.,.(19) 
10, B.N., 1V (42) ll. Sh, H., (5) 12. Sh. H., (5) 


14. JK. A, (2492) Cf. At all times think of Me and fight.—Bhbagvadgita, VIII (7) 
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Without faith God cannot be obtained. Want of faith naturally weakens the desire 
to lead a line of spiritual discipline : 
“How can he who is the slave of worldly desires and ever clever in obtaining wealth, obtain the 
one Lord of the world without faith in Him ?’” 


“How can he who is a slave to worldly desires and addicted to lust and wrath, find God without 


faith ?’"? 
“Without faith how can there be any such meditation (on divine knowledge).*” 
ASPIRATION 
Faith begets desire, desire begets knowledge. Without Bhavana (aspiration) there is no 
quest and without quest there is no knowledge : 
“Without Bhavana one cannot attain salvation.’ 
“Without Bhavana there can be no knowledge.’” 
“Without Bhavana one cannot attain God ‘* 


PERFECT LOVE FOR AND DEVOTION TO THE MASTER 
The unflinching faith in God and a keen aspiration for Him should develop 
into perfect love for the Master and fullest and exclusive devotion to Him. 
The Guru is himself enamoured of God and instructs his followers to develop their 
love for Him Who is the highest object of love: 
“fam enamoured of Thy form, 


No other gift hath charms for me ’’? 
“T speak verily, hear me all ye pgople—they who love God have obtained Him,”’$ 


The Guru then expects his foliowers to be absolutely devoted to God, because : 
‘‘He made millions of Indras and Kings. 
Many Brahmas and Vishnus who meditate on Him, 
Many Rams, Krishans and prophets 
No one is acceptable without devotion.’” 
The true devotee of God lives in bliss even though a poor man : 
‘*A pallet of straw is dearer to us, if the Dear one be there. 
Palaces burn us like the infernal fire, if Thou be not with us.” 
Devotion to the Lord is a life of praise, prayer, repetition of God’s name, righteous 
deeds, etc. This is the easiest road to success for an aspirant of bliss : 
(i) Praise and Prayer 
Praise and prayer are much used in Sikhism. The Sikh scriptures consist chiefly 
of these! The Davam Granth contains a large number of verses in praise of God composed 
in the stotra style. The works like the 4kal Ustar and the Jap are solely devoted to this 
form of poetry, while many other parts of the Granth begin with praises of and 
invocations to God. 
Prayer means not a mere psychological union with God but an active yearning 
of the soul to feel one with Him. who is always active, always patient, and always 
hopeful. Prayer should, therefore, inspire a devotee to do God's will.™ 


—$_$_—$———— ee 


oh, A, U,, (79) 2, A. U;, (89) By £0,183) 4. A. U7. (BN 
6. A.U., (83) 6. A.U., (79) 7, B.N., Vi (40) 8 A. U., (29) 
9- A. U., (38) 10. Sh, H,(6) 11. Sikhiem, (126) 12. Sikhism (126) 
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A Sikh prayer generally begins with an invocation to God, followed by invocations 
te the Gurus in the order of precedence. The highest ideat of godliness, according “ 
to the Sikhs, was realised in Guru Nanak and his successors. Therefore, they 
are invoked next. amie 

“May the Holy Sword assist me ! 
Having first remembered Bhagauti 


" Meditate on Guru Nanak, then on Guru Angad, Amardas and Ramdas, May they sie me ! 
' I call to mind Arjun, Hargobind, and the holy Har Rai, 
% I meditate on the holy Har Krishen 
ey A sight of whom dispelled all sufferings 
" IT invoke Tegh Bahadur that the nine treasures* may hasten to my home. 
{? Ye, holy Gurus, everywhere assist.’ ; 
i 4 The Guru directs his followers to pray for His protection : 
; “T speak the truth, hear it attentively—without entering the protection of the compassionate 
Ty, to the poor ie 


And loving Him can God be found q2 
“Thou shall only escape from Death’s noose, 
When thou seizest the feet of Him who existed before the world,’ 
“IT have found refuge at the feet of God.’’4 
In the Akal Ustat also, protection of God is sought : 


: ‘ “May we have the protection of the Immortal Being ! 
May we have the protection of All-steel ! 

May we have the protection of All-death ! 

May we have the protection of All-steel |’ 


, An excellent spiritual exercise for an aspirant is to weep before the Lord with an 
open heart, in a piteous and pathetic manner and in solitude. At the end of an” 
Pakhyan Charitra in Benti Chaupai, the Guru makes supplication in the following words: — 
“O God, give me Thy hand and protect me, ing 

a eee eee on 

a nee: me = Thine own ae taeriets me, . r 
fe 0 Thou with theaw Ewords on n Thy baad: protect me, - 

ae me, O Thou Bressever ‘ a 

*Untold w ontih or oe preepaviey. In the Fiat du —., ist! broasures are te apacifinally- mautionad—Stelteall Tegan 9 

; 1. Ch, di Var, (1) 7 


I his pieces ts in praise of Bhagauti, or God, anf not the goudess Durga, as some suppose, Ia Guro Granth Sahib, 
wherever the word Bhagasti occurs, if means God or His worshipper. In this Var Ghagauti is desorised as the Creator of 
Durga, Brahma, Vishnu, Shiva, Rama, Krishna, ete. 14 could not be Durga, therefore. In the story of Chandi the Goddess 
is not once named Bhagaati. In the writings of Guru Gobind Singh, the word Bhazauti means tho sword or God, and Gad ig 
often addressed as the sword. Gura Gobind Singh is very clear against the worship of gods and goddesses, He says ; 

Ido not worship any creature. 

I worship only te Creator,—Hazare-de-Shabad, 

I do not propiliate Ganesh ; 

[T never meditate on Krishan or Vishan ; 

T have heard of them, but I know them not, 

It is only God's feet I love.—Krisana Avtar.”—Sikhism, 120 
2, B,N., T (100) 3. Sh. H., (5) 4, “BoNS Vi 6. A, U, (1) é. P, Ch.-Benti Chaupai—405 (377, 381, 382). 
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(ii) Love of the Name of God 
One form of devotion according to the Sikh Gurust is the repetition of the name”. 
of God. The word Name means manifestation of God or His attributes, His mercies, from 
which we know Him. The Guru himself imbued with the name of God stresses the need 
of repetition of His Name - 
“T will repeat the One Name which wil! be everywhere profitable,’”! 
*T will repeat Thy name and avoid endless sorrow.’” 
“Sorrow and sin have not approached those who have meditateth on Thy name.’ 
“Fools utter names, but know not their meanings, and worship not Him by whom man is 
protected,’ 
“He who repeateth Thy name shall save his relations.’ 
“‘Make the support of the \ame thine alms.’ 
“He who repeateth Thy name shall be free from poverty and the assault of enemies.’ 
“Without the support of the one Name deem all religious ceremonies as superstition.’’® 
‘Repeat God’s name, establish God’s name in thy heart. 
Do penance unto God, and repeat His name.’’® 
Regarding himself he says : 
“] am imbued with Thy name, O God ’*” 
" I am not intoxicated with any other honour.’*! 
ch, I will not repeat any other name, 
Nor establish any other God in my heart.” 
“‘The name of no other do I pronounce.’ 
“f will repeat God’s nameand all my affairs shall prosper.’ 
In accordance with the bhakta poets, and particularly his predecessors, the nine 
Gurus, Guru Gobind Singh has used for God various names belonging to the Hindu 
- and Muslim cults : 


. Hindu Cult. 

Brabma,! Bishambar,!® Chakradhar? Chakrapan,% Gobind. Gopal,” Gopinath, 
' Hari,* Madho,® Murari,*4 Narayan, Mukand % Parmeshwar,” Prabh,** Padmapati,? 

¥ Umapati,®” Sarangdhar,** Neel-Kanth,* Narhar,??  Neel-basan,*4 Banwari,® Madmardan,* 

DOharadhar,”’ Ram, Krishan, etc. 

| $ Wa ae TS Baie SH AA FATA ll—sapj, Pouri, 32 

= r > RS 

Ha Vaile HIS EF AAM AEs AE AT |I—Japji, Puri, 20 

j ‘Lhe practice of the Name is emphasised again and again in the Sikh seripturer.”’—Sikbism, p. 2 


‘God is deseribed both as nirgun, or absolute, and sagun, or personal. Before there was any creation, God lived 
absolutely in Himself, but when He thought of making Himself manifest in creation He became related. In the former case, 
“When God was Himself self-created, there was none else: He took caunsel and advice with Himeelt; what He did came to 
pass, Then there was only the Formless One Himsclf; creation was not then (Gujri-Ki-Var of Guru Amar Das.) There was 
nO sin, no virtiye no Veda or any other relivious | ook, no caste, no sex.‘'—Sikhism, p. 2 

“When God became Sagun or manifest He levame what is called the Name and in order to realise Himself He made 


nature wherein Ho has His seat and is diffused avery where and in all directions in the form of love.”’—Sikhism. p. 2 
A Pp 


I, BN, VE.(85) 2, B.N. VI. (40) 3, B.N,, VI, (41) 4. A. U., (74) 5. A. U,, (25) 
6. Abi. (2) 7. P Ch., 406 (400) 8. A. U., (0) 9. A. U,, (62) 10, B.N., VI (38) 
HM, BLN. VI (9) 1. BON, VI (37) 13. B.N.. VI (38) 14. B.N., VI (61) 15. A. U., (82) 
16. A. U., (164) 17. B.N.,T (#9) 18, B.N.I, (89) 19. Jap, (94), 20, A. U., (74) 
21, A.U., (74) 33, Jap; +97, 250) 23. Sh. H., (4-i) 24. Sh H., (4-i) 25. Sh, H. (4-i) 
26. Jap. (94) 27. Jap (172) 28, A. U. (149) 29, A.U., (244, 245,246,147) 

| 30. A. U., (250) 31. G. P., (85) 32. Sh. H, (4-i) 33. Sh.H,, (i) ; P.Ch., 1 (5) : 
$4. Sh, H. (4-3) 35, Sh.H.. (4-i} 36. 8b.H,, (1) 37. Sh. H., (1) 38, P. Ch., I (4) 
39: P Ch, 1 (b) 
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, : Muslim Cult. 
Allah, Karim.? Razag, Rahim,‘ Sahib Rafiq,’ etc. 
The names used by him are personal and impersonal, transcendental and nomantnk. 
and metaphysical and mysterious : 


1. Personal 


God viewed as having a definite form or shape (7) 
Akal-Purakh’—(Immortal Being) 
Puran-Purakh®—(Perfect Personality) 
Banwari®—(Lord of vegetable kingdom) 
Shehanshah or Putshah**—(A King of kings) 
Kharag-dharam"—(Holder of sword) 
Ugra-darham*—(With strong teeth) | “? 
Sundar™—(Beautiful) 
Husn- ul-Wajuh™—(Of beautiful face and body) 


2. Impersonal! “2 
God viewed as a spirit (G24 ®7) 


(i) The Form Pure 


Arup*—(Of no form) 


Anang'*—(Incorporeal) 

Aneel’? —(Countless) 

Ajune'®’—(One who never comes in mother’s womb, without femiaity) 
Mahajot’*—(Supreme light) 


(ii) God as Conscious 
Chit**—(Conscious) : 
Gian™ —(Knowledge) ee 
Tri Gun Atit® —(Beyond the three gunas) a 


(iii) God in terms of matter, time and space 
(a) MATERIAL 
Atol*— (Unweighable like an oceun) 
Abhang™— (Unbreakable) 
Achhed** —( Unpiercable) 
Ashhaht —haipecenahls. immortal) 


> <== zs. 7 ———————— S55 SS eee 
1. Jap (38) A. U., (°6) 2, Jap (25) ; A. U., (269) 8. Jap (110) ; A. U. (244, 265) 4, A. U., (269) 
§. A.U. (6, 26), P.Ch. 405 (382) 6. Jap (36) 7. Jap ($4) A. U., Introductory line 8. Jap (83) 
9. Sh. H., (4) 10, B.N., We (1); Jap (1, 88); Il. B.N., 1 (85) 
| ; GP. (47) J, N.,(7) ja 
42. B. N., 1 (89) 19. A. Us, (246, 247) 14, Jap, (21) 15, Jap, (2) 
16. Jap, (71) 17, Swaiya (2,5) ;Jep (7) 18. Sh. H., (5): Swaiya 5 19, Sb. H., (4) 
20. Jap; (58, 198) 21, A. U., (83) | 22. A. U., (LI) 93. A, U,, (28) 
24. Jap, (15) 25. B. N. 1; Jap, (7); G. P. (1, 3) 26. G. P., (8) 
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(b) TEMPORAL 
Adi!—(The Beginning) — 
Anadi?—(Without any begining) : 


Ant*—(End of all) 
Beant‘—(Beyond end, Endless One) 
Avagat®—(Eternal, always the same) 
Akal®—(Timeless) 
Trikal Darshi?—(Seer of the present, past and future) 
Sada*—(Ever-existing) 
Hamesh-ul-rawan’—(He goes on for ever) 
Chakradhar!’—(One who holds the cycle of time in his own hands) 
: (c) SPATIAL 
Atham™—(Placeless) 
Alok#—(Does not belong to any particular world) 
Ades —(Does not belong to any particular country) 
‘ Sada-Jag-M ahe™ —(Always in the world) 
Tribhavan- Mahip®—(Lord of the three worlds) 
Samastam-Prasije*—(Pervading everywhere) 
(iv) Omnipresent 
Sarab-bhaune'?— (Omnipresent) _ | 
Sarab-gaunae*—(All pervading) 
Adho-urdh-ardham”—(Filler of all space below, above and in the middle) 
Sanast-ul-niwasi — (Dwelling everywhere i.e. Omnipresent) 
(v) Omnipotent 
‘. Sarabpalak™ —(Preseryer of all) 
Sarab ghalak*—( Destroyer of all) 
Sarab- ko-punikal*®—(Ultimate death of all) 
Sarab khapae**—(Deposer of every thing) 
Sarab-thapae**—(Creater of every thing) 
Gharan-bhanjan har**—(Preserver and destroyer of all) 
Tribhavan Mahip*’—(Lord of the three worlds) 
_ Sab-ko-Karta—(T be creater of all) 
Sab-ko K [**—(The destroyer of all) 
Biswapat®? — (Protector of the world) 
. Jagat-ka®™— Destroyer of the world) 
~f (vi) Omniscient 
Sarab-Giata™—(Omniscient) 
Param-Giata*? —(Possessor of perfect knowledge) 
Trikal-Darshi®*—(Seer of the present, past and future) 
Antarjam™ —(Knowing every = innermost) 


aA $b. H (5; 7), AU, 251, Ch, Ch. E(t) 2: -« (251) 3. -A, U., (7), 4. B. N, VI, (aa) 
Sh. H., (7). Cb. Ch. T. (1) 6. a s (9) 7. Jap (6) ; Ch. Ch. 1. (1) ; 8. Jap, (58) 
Pr. NN, Sh GP. oe ‘Sh. H., (4). | y 
7 °. Jap, (156) 6. B,N.T, (89) 11, Jap, (4) 12. Jap, (41) 13. Jap, (63) 
= } 5 
[Ba K.A., (1900) 15. Jap, (1, 16. Jap, 72 17. dap, (22, 4 18. Jap, (45) 
19. dap, | (59) 20. Jap, (55) 31. Jap, (79) 22. Jap, (79) 23. Jap, (79) 
a Jap, (20) 25. Jap, (20) 96. Jap, (83) 27. Jap, (12) 28. A. UL. (10) 
ay ae (10) 30.. A, U., (75) $1. A, U., (79) 32. Jap, (72) 33. Jap, (52) 
- Sh. H,, (4) a5. A. U.,{2) 
<3 
: * 
‘ ? ™ 
a ; : a 
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3. Transcendental 


(Out of, beyond ; too high, outside) 
Paratam’—(The soul beyond ; The original Soul) 
Tuh#?—(Thou) 
Tun’—(Thou) 
Tum’ —(Thou) 
Dur'—(Very far) 
Sahib’ —(Lord) 


4. Immanent 


(Near, pervasive, inherent) 
Rame’—(Immanent) 
Sarabatam® —(All pervading) 
Sarab-bhaune?—(Omnipresent) 
Sarab-gaunae!"—(All pervading) 
Sarab-dhandhe"™—(Whose hand is in all concerns of the world) 
Adho-urdh-ardham™—(Filler of all space above below and in the middle) 
Jale*—(in water) 
T hale“ —(In land) 
Sarab-bhese—(Lmmanent in every form) 


5. The Guru refers to God in the following other ways too : 


(a) METAPHYSICAL AND MYSTIC CONCEPTS 
Tkras!® —(Changeless) 
Akal!? —(Timeless) 
Nribujh®—(Not cognisable, Inascertainable) 
Agadh—(Unfathomable) 
Asoojh*?° — (Invisible) 
Ageh?!— (Intangible) 
Agah*—(Unfathomable) 
Agam* — (Inaccessible) 
Achheh* — (Immortal) 
Nidhane®—(Treasure of all excellencies) 
Amik**— (Most profound) 
Anbhau Parkash®? —(Intuitively known) 
(b) THEISTIC 
Gopal?’ —(Cherisher of the universe, Cow-herd) 
Pratipal*®—(Cherisher) 
Gobind’¢—(Cherisher of the universe, Cow-keeper) 


. A, U., (65), 8. M,, (4, 5) S. 
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(c) AESTHETICAL ATTRIBUTES 

Sundar'— (Beautiful) 
Husn-ul-Wajuh*—(Of beautiful face and body) 
Husnul Charag*—(beauty of a Lamp) 
Git Gite'—(Substance of all songs) 
Tan Tane'—(Substance of all musics) 
Nad Nade*—(Substance of all rhythmical sounds) 
Wahiguru?—(Wonderful Lord) 
Anbhau Prakas'—(Self-luminous) 
Anup"—(Most beautiful) 
Param Rupe!*—(Perfect Beauty) 

(d) POLITICAL AND SOCIAL ATTRIBUTES 
Rajan Raj\—{The Ruler of rulers) 
Shah"—(King) 
Sachche Patshah—(True King) 
Shahan Shah“—(The King of kings) 
Sarab Saham“—(The King of all) 
Sarab Bhoope“—(The King of all) 
Rajadhi Rajan’?7—(The Ruler of rulers) 
Raj Rajeswaram*—/ The King of kings) 
Sah Sahan!’—(The Sovereign of sovereigns) 
Bhoop Bhoope®—(The King of kings) 
Nrinathe** —(King) 
Raj Raje*—(The King of kings) 
Sah sahe* —(The Sovereign of sovereigns) 
Rajan Raj*—(The King of kings) 
Rankan Rank®—(The Poorest of the poor) 


(¢) MARTIAL GOD 


Rokh Rokhe**—( With terrible wrath) 
Sarab Jeetam**—(All conquering) 
Sarab Bheetam*—(Awe-inspiring) 
Narainae Karoor-karmae*® —(Eternal Lord of terrible action) 
(f) BELONGING TO THE VEDIC RELIGION 


Indra*®°—(The god of firmament, the god of rain, the king of gods) 
Indra Indre**—(Lord of Indras) 

Bhan**—(The Sun) 

Bhan Bhane®—(The Sun of Suns) 

Suraj Suraje“—(The Sun of Suns) 

: Jap, (151) 4. 
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7. Jap, (Introductory line) 8, 
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Chandra!— (The moon) 

Chandra Chandre?— (The Moon of moons) 
Ravi'—(The Sun) 

Shashi*—(The Moon) 


(g) BELONGING TO THE HINDU MYTHOLOGY 
Kachh®—(The Tortoise) 
Machh' —(The Fish) 
Chakarpane’—({Holdeth the disc) 
Murari®--\ The enemy of Mur demon, Appellation of Krishna; 
Padmapati®—{Lord of wealth) 
Umupati*-—(Lord of Uma) . 
Banwari—(Lord of forests) 


(h) NEW NAMES OF GOD INVENTED BY GURU GOBIND SINGH AS EMBODIMENT AND 
SOURCE OF BRAVERY 
Akal"*—(The Immortal) 
Sarabloh#—(All-steel) 
Mahanloh—(Great-steel) 
Sarabkal™ —(All-death) 
Mahankal?*—(Great-death) 
Asidhuj'’ —(Having sword on his banner) 
Kharagketu*—(Having sword on bis banner) 
Asipan?®— (Having sword in his hand) 


Guru Gobind Singh has, thus, used many names for God. But it is not in any 
way to countenance polytheism ; rather, in this way he leads people to feel that though they 
might use different names, there is only one God. 

The repetition of the name of God with Guru Gobind Singh, seems, rather to be a 


means by which he reminds himself of God’s reality and brings to recollection all that 
the name connotes, and so it helps him to realize his union with God. 


(iii) Meditation and Introspection 


Guru Gobind Singh has expatiated upon the value of meditation, introspection 
and inner-realisation of selfas an element in the Supreme, He says : 
“OQ men, meditate in your hearts on Him whose immeasurable power is diffused throughout 
the world.’’*° 
Without meditating on the name of the Compassionate to the poor, the Deathless, 
they bave at last gone to the Death’s abode.’ 
“Sorrow and sin have not approached those who have meditateth on Thy name,’”? 
“Without meditation on divine knowledge fools are drowned in hell’s river.” 


Fk eg Be ORANG RIO? 1. RA A,, (1900) 4. K,A,, (1900) 5, P.Ch., 1 (15) 
BP Ci Tel) Ce al ae th eid 8. Sh. H., (4—i) 9. A.U,, (244, 245, 246,247) 10, A, U., (250) 
We Bim ee) oR Bs Us fAbE) cod, (398) 9 13. A. U1) 14. K: A (485) 
Ch. Ch. T, (1) 
15. A. U,, Introductory stanza 16. HK. A,, (435) 17. P, Ch.—Benti Chaupai 
—405 (381) 
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**He who with single heart meditateth on Him even for a moment, shall not fall into. 
Death’s noose.’”! 
“They who meditate on any one else shall die of arguments and contentions," 
“I will meditate on the name of the Endless one and obtain the supreme light,’ 
“[ will meditate on the Supreme and thus remove endless sins.’ 
“On no other do I meditate.”’ 
Faith and meditation beget knowledge and knowledge leads to self-realisation. 


(iv) Divine Knowledge 


The poet tells us that the highest object of knowledge is God : 
“He who is subject to worldly desires danceth with gestures, but being devoid of divine knowledge 
how shall he obtain heaven ?’” 
How many fly in the firmament |! How many dwell in water ! But they shall all be burnt in the 
fire for want of divine knowledge.’ 
“Without divine knowledge (penetents and readers of the Vedas) are all subject to the noose of 
death and ever wander through the cycle of ages,’’® 
“How shall the wretch who is subject to woman and devoted to Just and wrath, be saved without 
the knowledge of one God,”"® 
Without Bhavna there is no quest and without quest there is no knowledge. 
Guru Gobind Singh despises the traditional beliefs of blind followers of orthodox religion : 


“Without divine knowledge one is never absorbed in the great benefactor." 

“Without divine knowledge (they) are always subject to the noose of death and ever wander 
through the cycle of ages.’*#! 

“Being devoid of divine knowledge, how shall he obtain heayen.’’” 


(v) Good Actions 


The life of devotion and introspection is not to be one of idle mysticism but of 
active service done in the midst of worldly relations. There can be no worship without 
good actions. These actions, however, are not to be formal deeds of so-called merit, but 


Should bs inspired by an intense desire to please God and to serve fellow men.” At the end 
of the Chandi Charitra, the Guru says : 
‘Give me this power, O Almighty, 

From righteous deeds I may never refrain, 

Fearlessly may I fight all battles of life. 

Full confidence may I ever have in asserting my battles, 

When the mortal life comes to a close 

May | die with the joy and courage of a martyr.” 


1, A.U,, (10) 2, B.N., V1 (41) 3. B.N,, VI (41) 4, BN, VI(a9) 5. Ba N., VI, (88) 6, A. U,, (82) 
7. A. U., (89) 8, A. U.,, (76) 9, A..U,, (71) 10. A. U., (82) li, A. U,, (76) 12. A.U,, (82) 
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In the same spirit, he adds : 
“Tam the son of a Kshatri, not of a Brahman, how can | perform austerities ? 
How can I turn my attention to Thee, O Lord, and for sake domestic affairs ? 


Now be pleased to grant me the boon | crave with clasped hands that 
When the end of my life cometh I may die fighting in the mighty battle. 


PY 


Love and Favour of God 
In the end, the Guru firmly believes that all the efforts for the attainment of God, 
without the light and favour of God, are fruitless : 
“Without the light of true love hath any one obtained the honour of finding God.’” 


“Without a partic’e of the love and favour of God they (Saravagis, Sudhs, Sidhs, Jogis, Jatis, 
Demons, Demigods, Keligious sects) are only worth a ratti (a little). 


“God holds dear not only those who love Him but He also grants His love to those who do 

not love Him.’’* 
The way, as Guru Gobind Singh says,to realize Him is only one and that, too is not 
knowledge, formalism or the so called meritorious actions which establish a claim to 
reward, but love and faith, the aim being to obtain final emancipation and the grace 


of God. 


(c) Dipactic Poetry 


The didactic strain in the religious poetry of Guru Gobind Singh, or for 
matter of that, in the poetry of Guru Nanak, may be traced, as we have hinted at 
already, to the influence of the Nirguna School of Bhakti Movement. These mystics were, 
reformists aswell. Ramanand and Kabir grounded their philosophy on everyday life 
and combined their mysticism with moral teachings. Good actions, good thoughts and 
good words formed the basic conduct which showed the way to spiritual life. Kabir, and 
after him, Nanak stressed the importance of strictly moral conduct and refuted false 
prevalent superstitions. The critics of today may not like didacticism in poetry but there 
was a time when poetry was composed not for poetry’s sake but for making human being 
better than before. It was not a hand-maid of Cupid as it is today, but of God himself. 
It does indeed make moral teaching more forceful which otherwise would be direct, dry 
and hard to assimilate. 

The aim of the didactic poetry in Guru Gobind Singh’s works is to develop a good 
moral character which will have the way for spiritual progress. A pure mind and a pure 


1. gat # qa at ama t ae % ay saa & F FT I 
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heart can beget true and noble desires which alone can render one fit for Spiritual devotion. 
According to Guru Gobind Singh : 
“God ts virtue* (Karam and Dharam)! 
“Perennial Fount of virtue.’** 
One should, therefore, be virtuous. One should be truthful, 
“Every body ought to be a man of word, and not utter one thing while he meditateth another.’ 
“The merciful showeth mercy to him who acteth honestly.’”4 
Regarding ahinsa, the Guru says : 
“Smite not anyone mercilessly with the sword, or a sword from high shall smite thyself.’”® 
The Gurus laid the foundation of man’s uplift, not on such short-cuts in mantras, 
miracles or mysteries, but on man’s own humanity, his own character ; as itis character 
alone, the character already formed, which helps us in moral crises.‘ 
“He is not appeased by incantations, written or spoken or by charms.”7 
Man is endowed with such weak faculties that he stumbles at each step and yet it. 
is expected of him that : 
“He should not step on the bed of another's wife even in a dream.’’® 


Condemning egoism, the Guru says, 
“Gods and demons have been ruined by their egoism.’” 
He, therefore, advises the disciples, saying : 
“Amass the wealth of contemplation and run away from egoism, the mortal sin.’"!* 
Yog, asceticism and renunciation are not religious denominations, creeds’ or cults, 
but each embodies a set of moral virtues. 


(i) Renunciation 
Regarding renunciation, he says : 
“© man, practise asceticism in this way :— 
Consider thy house altogether as the forest and remain an anchoret at heart. 
Make continence thy matted hair, union with God thine abluticns, thy daily religious duties 
the growth of thy nails. 
Divine knowledge thy spiritual guide ; admonish thy heart and apply God’s name as ashes to 
thy body. 
Eat little, sleep little, love mercy and forbearance, 
Ever practise mildness and patience, and thou shall be freed from the three qualities. 
Attach nor to thy heart lust wrath covetousness, obstinacy, and worldly love. 
Thus shalt thou behold the Real Soul of this world, and obtain the Supreme Being.’’! 
(71) Asceticism 
Ascelism, to him is an attitude of mind that should be applied to the facts of life: 
‘‘O mortal, touch the feet of the Supreme Being. 

Why sleepest thou the sleep of worldly love ? Be sometimes wakeful and alert. 
Why instruct others, O beast, since thou hast no knowledge thysclf ? 
Why ever accumulate sin ? Even now lay aside the love of tt. 
Deem such things simply as errors and love truly religious acts. 
Ever lav up the remembrance of God ; renounce and flee from mortal sin. 
By this means shalt thou not encounter sorrow or sin, and escapo from Death’s noose. 
If thou desire ever to have a happiness of every kind, be absorbed in God’s love,”’® 


1. Jap, (87) 3, Jap, (161) 3. J. N., (55) 4. J.N. (101) 5. J.N.,(69) 
. Sikhiem, 8 7. Ch. A, Intro, (17) 8, P. Oh., 21 (31) 9. A.U., (245) 10, Sh. H., (3) 
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About yog, the Guru thinks thus metaphorically : 


“QO man, practise Jog in this way : 


Make truth thy horn, sincerity thy necklace, and apply meditations as ashes to thy bady 
Make restraint of thy heart, thy lyre, and the support of the Name thine alms ; 
Play the primal essence as thy strings, and thou shalt hear God’s sweet song. 


- By the practice of the songs of divine knowledge, waves of melody and exquisite pleasure 


shall be produced. 

The demons and the demigods in their celestial chariots will be astonished and the munis 
intoxicated with delight. 

Admonish thy heart, don the garb of self-restraint, and utter God’s name inaudibly. 

So shalt thy body ever remain like gold, and death never approach thee.” 


The Guru denounces the prevalent form of yog : 


“© Jogi, jog consisteth not in matted hair. 


Why wear thyself out and kill thyself wandering ? Consider this in thy mind. 

The man who knoweth the supreme divine knowledge shall obtain the great reward ; 

He shall then restrain bis mind in one place, and not rua wandering from door to door. 

What availeth it to leave one’s home, run away, and dwell in forest. 

When one’s heart ever remaineth at home ? Such a person is not an udast. 

Boasting of thy religious fervour, thou deceivest the world by the exercise of great deception.” 

Thou thinkest in thy heart that thou hast abandoned worldly love, but worldy love hath 
not abandoned thee.’ 


On another occasion he says : 


“© Yogi, yog lies not in saffron coloured clothes, 


Not in growing matted hairs, not in smearing ashes on the body, nor in growing nails. 

If one could attain yog by living in the forest, the birds who ever live in the jungle should 
be called Y ogis. 

If rubbing the body with ashes could help attain yog the elephant which always throws dust 
on its head should deserve it well, You should think over this in your mind, 

If bathing at holy places could avail, the frogs and the fishes which ever live in holy waters 
would have earned it. 

The cat and the heron are always found in meditation. Dothey know what is yog ? Sitting 
therefore, in meditation with eyes closed does not lead to yogas. 

If hardships are borne in realising God just as they are done in hoodwinking people, 

Then one may attain great knowledge and taste the divine nectar.’ 


(iii) Worldly Pomp and Show 


The worldly power and possessions at last fail manin his spiritual progress or 


salvation : 


Sh. H., (2) 


“Emperors before whom strong armed kings used to lowly bow their heads, in countless 


numbers (also translated-regardless of their own position), 


Who possessed proud elephants with golden trappings, incomparable, tall, painted with brigh 


colours ; 


Millions of horses which bounded like deer, and were fleeter than the wind. 
What mattered it how great those emperors were ? They at last departed bare-footed.’’ 


ee — 
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The earthly glory is vanity. It has no spiritual value : 
“Though they roamed and conquered all countries beating their various drums ; 

Though many beautiful elephants trumpeted loud, and thousands of horses of royal breed 
neighed for them, . 

Who can number such kings in the past, the future, and the present? They cannot be 
counted— 

Yet without worshipping the name of God the Lord of wealth, they went at last to their final 
home.’*! 


Even those who have made conquests of the world came to a sad end for being 
without the favour of God : 


“Trained soldiers, powerful, irresistible, well accoutred with coats of mail crush their 
enemies 5 
Filled with high martial spirit they would put mountains to flight, themselves unshaken ; 
They would shatter their enemies, destroy rebels, crush the pride of furious elephants ; 
Yet without the favour of God, the Lord of wealth they should all depart at last and leave the 
world.’”? 


For even the emperors and mighty warriors have supplicated the favour of God 
as the worldly glory appeared to be unstable to them : 
“Countless heroes very valiant, without hesitation face the edge of the sword, 
Subdue countries, crush rebels, and the pride or furious elephants, 
Break powerful forts and even without fighting conquer in every direction. 
But their efforts avail not, the Lord is the commander of them all—the suppliants are many 
while there is but one Giver.’ 


The emperors, lords, nobles, great donors cannot achieve salvation by virtue of 
their possessions : 
“Lords of men, and elephants, rulers who reign in the three worlds, 
Who perform millions of ablutions, make gifts of elephants and other animals, and marry brides 
at various splendid swayamvars (Assemblages in ancient times at which young women 


selected their husbands), 
They with Brahma, Shiv, Vishnu, and Indar shall atlast be entangled and fall Into Death’s 


noose ; 
But they who touch the feet of the Lord of wealth shall not again resume a body,’”* 


Even the commanders of hosts and mighty armies left the world deprived of all 
their power, for they had not worshipped God and earned His grace : 


Human Glory and power become lasting by His grace,® 


Worldly wealth and human relations are short-lived and cannot accompany the 


soul to the God's court : 
“Why impress false religion on the world 2? It will be of no service to it, 
Why run about for the sake of wealth ? thou shalt not be able to fly from Death’s mymidons. 
Son, wife, friends, disciple, companions-none of these will bear witness for thee, 
Think, O think, thou thoughtless and great brute, thou shalt at the last moment have to depart 
alone®,”* 


—— 


——_ 
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‘Hear, O fool when life leaveth thy body, the wife crying out ‘Ghost, ghost’, will flee thee. 
Thy son, thy wife, thy friends, and companions will give orders to remove thee quickly, 
When life leaveth thy body all thy mansions, storehouses, lands, and forts will become the 
property of others. 
Think, O think, thou thoughtless and great brute, thou shalt at the last moment have to 
depart alone, 
On the other hand virtue will march glorious, destroy sins and achieve bliss : 
“Even the demons, gods, and ghosts who repeat God's name in past, future, and present, 
All the beings which in sea and land every moment set up God in their hearts, 
Shall find their good deeds and glory increase, they shall hear the voices of gratulation and the 
multitude of their sins shall depart, 
The congregations of saints wander happy in the world, all their enemies on beholding them 
are cowed,’ 


The Guru condemns indulgence in luxury and the habits of vice which power or 
purse form in man : 
“How can he who is the slave of wordly desires and ever clever in obtaining wealth, obtain the 
one Lord of the world without faith in Him.” 


(d) SATIRE 


The Religious Revival or Bhakti movement had two aspects, the positive as well as 
the negative, the devotional as well as the reformative. The movement, as a whole, writes 
Keay, was a revolt against the cold intellectualism of Brahmanic philosophy and, the lifeless 
formalism of mere ceremonial‘. It was this aspect of the movement which adopted satire 
as the weapon of religious reform. The Bhakta poets attacked the cold intellectualism 
which justified caste, and ceremonial formalism which upheld the superioritly of the priest- 
craft. The poor people who were at the lowest rung of the social ladder, were doubly 
handicapped and consequently treated with scant religious courtesy or consideration. The 
neo-humanism of the Bhaktas could not accept that position as justifiable against their 
ideals of common Godhead and humanity, 


Kabir led the attack. He attempted satirical verse. The nigura had got initiation at 
the feet of Ramanand by having recourse to a clever stratagem’. He, therefore, appreciated 
and sympathised with the disabilities of others around him, He had that “amazing bold- 
ness with which he attacked the religious practices of his day, tolerating no shame and 
demanding reality in all those who were seeking after God”. He had at the same time, the 
moral earnestness of appeal to men to put things of God first’. He may, t..erefore, be 
regarded probably first great satirist in Hindi poetry. He was, thus, a source of inspiration, 
in this negative aspect also, to Guru Nanak and his followers. It is, therefore, possible to 
appreciate the element of satire in the poetry of Guru Gobind Singh who waged a constant 
war against orthodoxy which appeared to side in the passive attituce of the hill Rajas 
towards the tyrannical Mughal rulers. We find in him echoes of Kabir’s ‘stinging satire’ 
which, like the latter, he lashed ruthlessly. 
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Satire, in religious verse, appears to bezin with the Bhaktas of the School of 
Ramanand. Most of them belonged to the lower classes and had inherited unconsciously 
the spirit of revolt against the formalism, caste superiority and cultural aristocracy of 
Brahmanie religion of those days. Ramanand delivered his message of Bhakti and 
Spiritual Unity in Hindi instead of in Sanskrit. “And this,”says Dr. Kshiti Mohan Sen,“gaye 
4 great impetus to the Hindi literature.” 


In his hymns or songs, he protested against the oppressive nature of religion with 
its insistence on pilgrimage, observance of vows, worship of images, rituals, etc. He 
taught tolerance and a strong faith in God.? 


Kabir was a very powerful representative of the school and the most popular of all 
the Bhaktas whose influence dominated the Punjab. “With an uncommon power”, says 
Dr. Kshiti Mohan Sen, “he dealt his blows against the false practices of his times,” 
And he “thas left many fiery sayings against caste, image worship and sectarianism.’* To 
me it appears that Kabir is the first religious satirist who influenced Guru Nanak and his 
followers down to Guru Gobind Singh in didactic and satirical verse. In Bhakti 
Kusumanjali, Mahamahopadhyaya Laxmidhar Shastri brings out, after giving quotations 
from Ramanand, Dharni, Tulsi, Surdas, Kabir, Palto, Sahjabai, Rai Dass, etc,, that racial 


discrimination, unatouchability, the degradation of women, caste distinctions, colour 


prejudices, religious denominations,dead rituals, life-less ceremonies, animal sacrifices, futile 


pilgrimages have all pulled humanity very low. They are, therefore, to be discarded in 
favour of sweet tolerance, and love for all.* 


While Guru Gobind Singh’s utterances communicating his spiritual convictions 


have a tone of lofty serenity and sweetness, his teachings, when he appears in the role 
of a reformer, are vehement and provocative. 


(i) Idel-Worship 


Guru Gobind Singh does not appreciate idol-worship for the simple reason 
that the images are inanimate and cannot respond to the feelings of the worshippers :— 


“Without God’s name thou canst not be saved. 
How shalt thou flee from Him who beholdeth the fourteen worlds in His power ? 
Ram and Rahim whose names thou repeatest cannot save thee, 
Brahma, Vishnu, Shiv, the sun and moon are all in the power of Death. 
The Veds, the Purans, the Quran, all sects, Indar, Sheshnag, the kings of the Munis, 


Meditated for many ages on Him, who is called the Indescribable but could form no conception 
of Him. 


Why should He whose form and colour are not known be called black 2 (The reference here 
is to the Hindu God Krishna), 


When thou shalt seize and cling to God’s feet, thou shalt be freed from the noose of Death *? 


1. M.M.1, 72. 2. M.M.I, 71 to 73 fn. 3. M,M.1,, 95, 110, 4, M.M.I,, 101, 
S M.M.1. 101-103, . Lhakti Kysumanjali, X to X11. 7. Sh. H,, (10) 
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‘Some worshipping stones put them on their beads, some suspend lingams from their necks, 
Some see God in the south, some bow their heads to the west. 
Some fools worship idols, other busy themselves with worshipping the dead. 
The whole world entangled in false ceremonies hath not found God’s secret." 
The stone cannot be God and cannot, therefore, be an object of worship : 
“Why worship a stone? God is not in a stone. Worship him as God, by the worship of 
whom all thy sins will be erased. 
And by uttering whose name thou shalt be freed from all thy mental and bodily entangle- 
ments. 


Make the meditation of God ever thy rule of action ; no advantage can be obtained by the 
practice of false religion.’”* 


Upholding monotheism the Guru says, 
“T recognise none but the one God: 
{ know God as the Destroyer, the Fashioner, the Omnipotent and Eternal Creator. 
What availeth it to men to worship stones in various ways with great love and devotion ? 
The hand groweth weary by touching stones, and no spiritual power is obtained. 
Rice, incense, lamps are offered to stones, but they eat nothing. 
What spiritual power is in them, O fool 2. What blessing can they bestow on thee ? 
If they had life, they might give thee something, be assured of this in thought, word and deed — 
Except in the protection of the one sole God nowhere is salvation.’ 


(ii) Grave-Worship 
Grave-worship is also a superstition like idol-worship : 
“If for ages thou do penance to a stone, it will never please thee. 
O fool, it will never generously lift its arm to requite thee. 
Say, what confidence can be placed init? When trouble arises, it will not come to save 
thee. 
O ignorant and obstinate man be assured that thy false religion and superstition will ruin 
thee.’" 
Worship of images 1s, therefore,.a false ritual which cannot help discover God's 
secret : 


(iii) Religious Controversies 


Condemning barren religious controversies, the satirist says, 
“The Muhammadans use tasbis, the Hindus malas ; 
The former read the Quran and the latter the Purans ; 
Fools have died over the discussion ; 
They were not imbued with God’s deep love.’” 


(iv) Mere Repetition of God’s Name 
Guru believes in sincere devotion and not in mere lip-worship: 
“Without love God cannot be obtained.’® 


“Tf any one were,by repeating God’s name, to obtain God Who cannot be obtained by lip-worship 
the warbler ever uttereth ‘Tu hi! tu hi!’ 
1. Sh. H., (10) 2, 8, (19) 3%. Sh. H, (2) $$  & 8 (22) —— 
5. Oh: A., Intro, (20) 6. §., (17) 7. A, U., (84-ii) , 
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(v) Rituals 
Most of the religious creeds lay stress on rituals, ceremonies and other performances. 
but do not inculcate the love of God: : 

“I have wandered and in their own homes seen crowds of Saravagis, Sudhs (means the clean in 
contradistinction to the saravagis who are reputed to be dirty in their habits) Sidhs, Jogis,. 
and Jatis, 

Brave demons, demongods feasting on nectar, and crowds of saints of various sects. 

I have seen the religions of all countries, but none appeared to be that of Lord of Life, 

Without a particle of the love and favour of God they are only worth a ratti (Also translated— 
regardless of their own position.)’”! 

“False religion is without fruit, by the Worship of stones Thou has wasted million of ages. 

How can perfection be obtained by touching stones ? 
Nay, strength and prosperity thus decrease, and the nine treasures are not obtaiged. 


Time passeth away while saying to-day to-day: Thou shalt not accomplish thine object ; art thou 
not ashamed ? 


O fool, thou hast not worshipped God, so thy life hath been passed in vain,’’® 
“Without the power of a perfect love for the Master, who has won the noble God 9’ 


(vi) Worship of Gods and Goddesses 


Acsording to Guru Nanak, God’s will is above Nature as well as working within it, 
and inspite of its immanence it acts not as an arbitrary force but as a personal presence 
working most intelligently, The first thing about God is that He is indivisibly One, above 
every other being however highly conceived, such as Vishnu, Brahma or Shiva or as Rama 
and Krishna. The second thing is that He is the highest moral being who has inscribed all 
men with His name or moral presence, Guru Gobind Singh is also of the same view and 
equally against the belief in gods and goddesses as they are subject to death and are, 
therefore, imperfect and powerless : 

“Ram and Rahim whose names thou repeateth, cannot save thee. 
When thou shalt seize and cling to God's feet, thou shalt be freed from the noose of Death.’ 

Whatever powers they have are found in God Himself : 

“OQ God, my honour resteth with Thee, 

It is Thou who are the blue-throated, man-lion, moving in the water, blue-robed, wearing a. 

necklace of flowers, (The gyanis translate banwari—dweller in the forest). 

It is Thou who are the primal Being, Supreme God, Lord, Pure, living on air ; 

Itis Thou who are the Lord of Lakshmi, Great Light, Destroyer of the pride of Madhu, 
Bestower of Salvation, Destroyer of Mur. 

{tis Thou who art changeless, undecaying, sleepless, without evil passions, preserver from 
hell, 

Ocean of mercy, Seer of the past, present and future, Effacer of evil acts. 

It is thou who hast the bow in the band, who art patient, Supporter of the earth, Changeless, 
Wielder of the sword, 

I of feeble intellect have taken the protection of Thy feet ; take my hand and save me,’’> 


1, A. U., (28) 2, 8, (20) 3. A. U,, (20), Ke Aw (2487) 4, Sh. H., (10) 5. ShiH., (4) 
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The gods also depend upon God for their position and power : 
“Even the demons, gods, serpents, and ghosts, who repeat God’s name, in the past, future 


and present, 

All the beings which in sea and land every moment set up God in their hearts, 

Shall find their good deeds and glory increase ; taey shall hear the voices of gratulation and the 
multitude of their sins shall depart. 

The congregations of saints wander happy in the world; all their enemies, oD beholding them, 
are cowed,”” 


The names given to gods are generic and do not connote any special powers 


possessed by them - 
“The tortoise, the fish, and the shark may all be called Narayan, if you speak of God as 
Kaulnabh, the lake in which there is a lotus is also kaulnabh. 
If you speak of God as Gopinath, all Gujars are Gopinaths, all cowherds Gopals ; if you call 
God Rikbikesb, that is a name taken by superiors of religious orders. 
If you call God Madhav, that is the bumble bee, Kaniya is the name of the woodpecker , if you 
speak of God as the Destroyer of Kans, you speak of the myrmidons of Death. 
Fools ulter names, but know not their meanings, and worship not Him by whom man is 
protected.’ 
The gods also like human beings seek to attain God in various ways : 
“Demigods, demons, sheshnag serpents, famous sidhs have done great penance : 
The Veds, The Purans, the Quran, all haye growo Weary singing Thy praises, O God, but 
Thou art not known unto them, 
Thou knowest all hearts on earth, in heaven, in the nether regions, and in every direction. 
Thy praises fill the earth , they entering my heart told me this.’” 
Gods like Krishna are subject to birth and death like other living beings : 
‘Ye say that God is uaconceived and unbora, how could he have been born from the womb 
of Kaushalya ? 
If he whom we call Krishna were God, why was he subject to death ? 
Why should God whom ye describe as holy and without enmity have driven Arjuao’s Chariot ? 
Worship as God Him, whose secret none hath known or shall know.’” 
“Say if Krishan were the Ocean of mercy; why should the hunter’s arrow have struck him ? 
If he can save other families, why did he destroy his own ? 
Say, why did he, who called himself the eternal and the uaconceived, enter into the womb 
of Devaki ? 
Why did he, who had no father or mother, call Vasudev his father 2’ 
It is not correct that Brahma, Vishnu or Shiv is Lord of the Universe. It is dull 


headedness to think so : 

“Why call Shiv God, and why speak of Brahma as God ? 
God is not Ram Chandar, Krishan or Vishau who ye suppose to be lords of the world. 
Sukhdev Parasar, and Vyas erred in abandoning the one God and worshipping many gods. 
All have set up false religions ; I in every way believe that there is but one God.’”® 

S3ome worship Brahma as God, others point to Shiv as God. 
Some say that Vishnu is the Lord of the world, and that by worshipping him all sins are erased. 
Think on this a thousand times, O fool, at the last hour all thy gods will forsake thee, 
Meditate on Him in thy heart who was, is, and ever shalt be “7 


"A A. Us, (27) 9, A. U., (74) %. 8. (9) 4. §8., (12) 
B.S. (13) 6. 8., (14) 7, §., (15) : 
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(vii) Religious Sects me 
(i) The ‘various sects prevailing in the country do not help in the attainment of 
God, because they cannot win the love and grace of God : 


“[ have wandered and in their own homes seen crowds of Saravagis, Sudhs, Sidhs, Jogis, 
and Jatts, : 
Brave demons, demigods feasting on nectar, and crowds of saints of various sects. 
[ have seen the religions of all countries, but none appeared to be that of the Lord of life, 
Without a particle of the love and favour of God they are only worth a ratti *” 


(ii) They are like different poses which actor-man assumes in order to playa 
particular part : 


“Like an actor, man sometimes poseth asa Jogi or Bairagi, sometimes he assumeth the guise of 

a Sanyasi. 

Sometimes he appreareth to live on air, sometimes he sitteth in an attitude of contemplation, 
sometimes in his infatuation for self he singeth many praises of men. 

Sometimes he is a Brahamachari, sometimes he produceth a garden in his hand sometimes. 
he holdeth a fakir’s staff and deceiveth men’s senses. 

He who is subject to worldly desires danceth with grestures ; but being devoid of divine 
knowledge, how shall he obtain heaven.’” 


(iii) The yogis, and yatis are like ordinary men, mere mortals or heroes ; 


“Jogis, Jatis, Bramacharis, aod very great kings, the shadow of whose umbrellas extended for 
many miles, 
Who wandered subduing kingdoms and crushing the pride of very great kings, 
Sovereigns like Maan* and lords of the umbrella like Dalip, great kings who prided themselves. 
on the strength of their arms. 
Proud men ilke Dara, like the kings of Delhi, and like Durjodhan, having enjoyed the earth in 
their turn at last were blended with it.”’® 


| (iy) The creeds of Dattatre, Gorakh or Ramanand and Mohammad do not stand 
for the worship of God :— 
| “Afterwards I created Dattatre who also struck out bis own path He paved not his finger 
nails, he decorated bis head with mattered hair, and paid no heed to my worship.’”4 
Then I created Gorakh who made great kings his disciples, 
And tearing their ears put rings in them, 
But he thought not of the way of My love. 
“Then I created Ramanand 
Who wore the garb of a Bairagi, 
Put a wooden necklace on his neck, 
And paid no heed to my worship.’’® 
“They who were created by Me 
Struck out their several paths. 
I then created Mohammad, 
And made him king of Arabia” 
He too established a religion of his own, 
“Cut off the foreskins of all his followers 


$*5 
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And made every one repeat his name ; 
But no one fixed the true name in man’s heart.” 
Al] these were wrapped up in themselves, 
And none of them recognised Me, the Sup:eme Being.” 


(v) The Yogis, the Sanyasis, the Mohammedans cannot tell the secret of God :— 
“If any one go to a monastery of Jogis, they will ask him to repeat the name of Gorakh ; 
If any one go to a monastery of Sanyasis, they will say that only Dattatre is true, and they will 
give him his name as the spell of initiation ; 
If any one go to the Mussalmans, they will seize and convert him to the faith of Muhammad— 
Every sect deemeth that the Creator is with itself alone : but no one can disclose the Creator’s 
secret.” ”® 


(vi) The followers of different creeds are parasites on the worldly men and do not 
enlighten them about the ways of God : 
“If any one go to the Jogis they will tell him to give every thing—house and property—to 


them ; 

If any one haste to the Sanyasis, they will tell him to part with his house in the name of 
Dattatre 5 

If any one go to the masands, they will tell him to bring all his property at once and give it to 
them. 


Every one saith, ‘Bring me, Bring me,” but no body will show me God.’’* 


(vii) The masands too have become corrupt like the others : 
“If any one serve the masands, they will say, “Fetch and give us all thine offerings. 
‘Go at once and make a present to us of whatever property is in thy house. 
‘Think on us night and day, and mention not others even by mistake,’ 
If they hear of any one giving, they run to him even at night, they are not at all pleased at not 
receiving,’”® 
“They put oil into their eyes to make people believe that they are shedding tears. 
If they see any of their own worshippers wealthy, they serve up sacred food and feed him 
with it. 
If they see him without wealth, they give him nothing, though he beg for it; they will not 
even show him their faces. 
Those beasts plunder men, and never sing the praises of the Supreme Being.’’® 
“They close their eyes like cranes and offer the world a spectacle of deceit. 
They go about with their hands bowed down like poachers ; cats on seeing such attitudes would 


be ashamed, 

The more they go about clinging to the hope of wealth the more they lose this world aid the 
next. 

Thou hast not repeated God's name, O Fool; why art thou entangled in thy domestie 
affairs ?’”? 


(viit) Hypocrisy 
The Guru is of the opinion that the different religions or wandering sects that 
assume religious garbs practise hypocrisy in the name of religion: 


“They who wear a religious garb 
Are deemed naught by the saints of God 


B, N., VI (27) a Bb, N,; Vi (25) 8, S., (26) é. Ss. (27) 
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Understand this, all ren, in your hearts, 
That God js not obtained by hypocrisy.” 


They succeed in deceiving the kings : 


They who act for the sake of display, 

Shall not obtain salvation in the next wordly ; 

And it is only for life their affairs prosper 

Kings on seeing their acting worships them.’’ 

But God is not to be found by mummery, 

Yet every one wandereth about thus searching for Him. 
He who keepeth his heart in subjection 

Recognizeth the Supreme Being.’ 


They make spiritual slaves of people : 


“They who by Wearing a religious garb keep the people of the world in subjection. 
: Shall at last be cut with the shears of Death and take up their abode in hell.’’4 
They make a good job fleecing people : 
“They who present appearances to the world, 
Experiences extreme pleasure in fleecing others, 
Spurious, and not worth a kauri. is the religion 
Of those who practise suspension of the breath by stopping their noses.’” 


(ix) Religions Hypocrisy 


The Guru denounces those who specialise “in closing their eyes” : 
‘They who practise spurious religion in the world. 
Shall fall into the pit of hell. 
He who can in no way subdue his heart 
Shall not go to heaven by gesticulation,’’® 


“They who practise hypocrisy by closing their eyes. 
Should be treated as blind men. 


Since the road is not seen by closing one’s eyes, 
How can such persons, my brethren, meet the Infinite ?'’7 
“What availeth it to sit closing both eyes and meditating like a crane ? 


This world is lost, and the next also for those who go about bathing in the seven seas. 
They pass their lives in vain, dwelling in the midst of sin. 


I speak verily ; hear me all ye people —they who love God have obtained Him.’ 
, He takes up yogis sharply and says that they have befooled the world believing 
that the strength of Yog lies in hypocrisy and that they have persuaded themselves to believe 


that they have turned their back on Maya; but as a matter of fact Maya has still a hold on 
them. He condemns them saying : 


“O Jogi, Jog consisteth not in matted hair, 


Why wear thyself out and kill thyself wandering ? Consider this in thy mind. 
The man who knoweth the supreme divine knowled 
He shall then restrain his mind in one place, 
What availeth it to leave one’s hon 


ge Shall obtain the great reward; 
and not run wandering from door to door, 
i¢, run away, and dwell in a forest.”’ 

1. BN, VI (03) 2, BN, VE (64) 3. BLM, VE, (35) 4. BL.N,, VI (60) 
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When one’s heart ever remaineth at home ? Such a person is not an Udast. 

Boasting of thy religious fervour, thou deceivest the world by the exercise of great deception. 

Thou thinkest in thy heart that thou bast abandoned worldly love, but worldly love hath not 
abandoned thee.’”! 


External marks of the yogi serve only to deceive men : 
.) man with the garb, religion consisteth not in wearing a garb, 
It consisteth not in wearing matted hair and long nails, or in smearing ashes on the body, or 
dyeing thy raiment, 
If man obtain Jog by dwelling in the forest, the bird ever dwelleth there. 
The elephant ever throweth dust on his head; consider this in thy heart. 
Frogs and fishes ever bathe at places of pilgrimage. 
The cat, the wolf, and the crane meditate; what know they of religion ? 
As thou endurest pain to deceive men, do so also for God’s sake, 
Thus shalt thou know great divine knowledge and quaff the supreme nectar,’ 
“‘C) man, by attitudes of contemplation, matted hair, and the overgrown nails of thy hands thou 
deceivest all people, 
Thou goest about with ashes smeared on thy face and cheatest all the demigods and the 
demons, 
Addicted to avarice thou wanderest from house to house; the means by which Jog is obtained 
thou hast all forgotten, 
Thou hast lost all shame and succeeded in nothing ; without love, God cannot be obtained,’® 


This hypocrisy is practised for the sake of belly : 

OQ foolish man, why play the hypocrite ? Thou losest thine honour by practising hypocrisy. 
O cheat why cheat people ? This world is lost to thee and so is the next. 
Where the Compassionate to the poor dwelleth, there shalt thou find no place. 
Think, O think, thou thoughtless and great fool, the Unseen is not found by assuming garbs,’”* 
The unholy practise hypocrisy for the sake of their bellies : 
Without hypocrisy they can obtain naught. 
The men who meditate on the one Being 
Never practise hypocrisy on any one.’”® 

‘Without hypocrisy they would obtain nothing, 
For no one would bow before any of them. 
If no one had a belly, 
Who would describe anyone as rich or poor.’ 


Believers in one God regard their belly as nothing : 
“They who have concluded that God is one 
Never practise hypocrisy on any one 
They give their heads, but abandon not their determination; 
They regard their bodies as nothing,’”” 
“Men who split their ears are called Jogis. 
With great deceit they betake themselves to the forest. 
They who know not the virtue of the One Name 
Belong neither to the forest nor to the household.’ 


6, Ch, A., Intro, (24) 6, Ch. A.. Intro, (25) 7. Ch. A., Intro, (26) 8. Ch.A,,. Intro. (27 
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(x) Magical Practices 

Guru Gobind Singh, in his Bachitra Natak, says that his father preferred death to- 
performing a miracle, which according to him was ‘an act of jugglery or make-believe of 
which any man of God would be ashamed,” These he regarded as Bharmjal. Those who 

practise magic or perform miracles or unnatural tricks are equally condemnable : 
“Swine eat filth ; elephants and donkeys bespatter themselves with dust ; jackals live at places of 

cremation } 
Owls live in tombs ; deer wander alone in the forest ; trees ever die in silence, 


The man who restraineth his seed should only have the credit of the hermaphrodite ; monkeys. 
ever wander bare-footed. 


How shall the wretch who is subject to a woman and devoted to lust and wrath, be saved without 
the knowledge of the one God ?’”# 

“Jt is known that demons live in the forest, all children on earth drink milk, and serpents. 
live on air. 

They who eat grass and renounce the desire of wealth, are no move than calves and oxen, 

They who fly in the heayens have only the attribute of birds ; they who engage in meditation 
resemble cranes, cats and wolves, 

All great gyanis who knew, but asserted not themselves, never allowed such deceit as the above 
to enter their hearts even by mistake,’” 

They who live in the earth should be called the offspring of worms ; they who live in the 

. heavens should be called birds. 
As they do, so they become : 

“They who eat fruit should be called the offspring of monkeys ; they who wander unseen should 
be accounted as ghosts. 

They who float on water are like gangeris ; they who eat fire like chakors : 

They who worship the sun have the attribute of the lotus; they who Worship the moon, of 
water-lilies,’™? 

Such feats or performances cannot discover the secrets of God : 
‘God is the Protector and Destroyer of the world, Compassionate to the poor, Punisher of 
enemies, ever the Cherisher, and free from Death's noose. 

Jogis, wearers of matted hair, celibates, the true, great Brahmcharis who undergo hunger and 
thirst in their divine meditation, 

They who perform the niwali feat, who sacrifice to water, fire, and wind, who hold their heads 
down, who stand on one leg and never sit. 

Men, serpents, deities, and demons find not God’s secrets: the Veds and the books of the 
Mussalmans say that God is indescribable,’ 

Peacocks skip about dancing, the thunder roareth and the lightning presenteth many phases, 

If God be obtained by being cold or hot, there is nothing colder than the moon, nothing hotter 
than the sun ; if by being a Rajah God may be obtained, there is no king equal to Indar 
who filleth the whole world, 

Nowhere can be found a penitent like Shiv, a reader of the Veds like primal Brahma, or 
penitents like the sons of Brahma : 


Yet without divine knowledge they are all Subject to the noose of death and ever wander 
through the cycle of ages,’"* 


—_ 
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“It is not by the practice of perpetual silence, nor by the ostensible relinquisbment of pride, 
nor by the adoption of a religious dress, nor by shaving the head, 
Nor by wearing a wooden necklace, nor by twisting matted hair round the head that God 


is found, 

I speak the truth, hear it attentively without enteriag the protection of the Compassionate to 
the poor .” ie 

And loving Him can God be found ? The Merciful One is not pleased with circumcision.”* 


(xi) Pilgrimage 
Going on pilgrimage and doing other acts of merit are in vain unless one bears 
God in mind ;: 
‘Men bathe at places of pilgrimage, exercise mercy, curb their passions, bestow gifts, exercise 
abstinence, and perform various special ceremonies— 
The Veds, the Purans, the Quran, and the other books of the Mussalmans, the earth and heaven 
all have I seen ; 
Thousands of fasters, Jatis who practised continenc:, all have I carefully observed ; 


Yet without worshippiog the name of the one God and loving Him even kings are of no 
account.’”* 


. 


(xii) False Practices. 
Yogic feats and acts of penances are equally fruitless because, being physical 
-exercises, they cannot contribute to man’s spiritual progress : 
“The peacocks dance, the frogs croak, and the clouds ever thunder; 
The tree ever standeth on one leg in the forest; as for those who take not life, the Saravagi 
bloweth on the ground before putting his feet on it; 
The stones through several ages remain in one place; the ravens and the kites travel from country 
to country. 
How can the poor fellow (the wretch) who is without divine knowledge and who is neyer absorbed 
in the great Benefactor, be saved without faith in Him }?'’8 
“Like an actor man sometimes poseth as a Jogi or Bairagi; sometimes he assumeth the guise of a 
Sanyasi. 
Sometimes he appeareth to live on air, Sometimes he sitteth in an attitude of contemplation, 
sometimes in his infatuation for pelf he singeth many praises of men. 
Sometimes he isa Brahmachari, sometimes he produceth a garden in his hand, sometimes he 
holdeth a fakir’s staff and deceiveth men’s senses. 
He who is subject to worldly desires danceth with gestures; but being devoid of divine knowledge, 
how shall he obtain heaven ?°"4 
“In the cold season the jackal barketh five times, and the elephant and the donkey utter various 
cries, 
What availeth it to be cut in twain by the saw at Banaras ? Thieves cut men in pieces and kill 
‘them with axes, 
What availeth it that a fool hath put a halter round his neck and drowned himself ip the Ganges? 
Thags put men to death by putting halters round their necks. 
Without meditation on divine knowledge fools are drowned in hell’s river; and without faith how 
can there be any such meditation ?’” 
“If any one were to obtain by penance the Lord who suffereth not pain, the wounded man 
suffereth pain of many kinds. 


_~ — 
——_ — nd 
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If anyone were by repeating God’s name to obtain God who cannot be obtained by lip-worship,. 
the warbler ever uttereth ‘Tu hi, Tu hi !’ 


If anyone were to obtain God by flying in the heavens, the bird called anal wandereth in the 
firmament, 

If salvation be obtained by burning oneself in th 
serpent which liveth in hell be saved ?’" 

‘“Artillerymen, huntsmen wearing decoy dres 
times. 


e fire, why should not the Sati and also the 
ses, and they who eat opium, bow their heads many 


What availeth it that men perform prostrations of different kinds to God? They are like 
wrestlers practising the exercise of dand. 


What availeth it that men lie with their faces turned up 
supreme God, they are only as sick men, 
How can he who is the slave of worldly desires and ever clever 
one Lord of the world without faith in Him ?*" 
“Peacocks skip about dancing, the thunder roareth and the lightning presenteth many phases, 
If God be obtained by being cold or hot, there is nothing colder than the moon, nothing hotter 


than the sun, if by being a raja God may be obtained, there is no king equal to Indar who 
filleth the whole world. 


Nowhere can be found a penitent like a Shiv, a reader of the Veds like pr 
penitents like the sons of Brahma; 


Yet without divine knowledge they are all subject to the noose of Death and ever wander through 
the cycle of ages,’”* 
“One Shiv was born, one died, and one was born again; there have also 
Ram Chandar and Krishan. ; 
How many Brahmas and Vishnus have there been ! How many Veds and Purans! How many 
collections of Simritis have been and passed away ! 
How mapy preachers and Madaars* ! How many Castors and Polluxes ! How many Ansavatars- 
have succumbed to death ! 
How many priests and prophets have there been ! they are so many that they cannot be counted}. 
from dust they sprang and to dust they returned.’’ 
‘Why performest thou false penance to the gods ? It will not avail thee a Kauri.’” 


2 If they do not heartily bow to the 


in obtaining wealth, obtain the 


imal Brahma, or 


been many incarnations of 


(xiii) Religious Learning 
Mere learning of religious books or theological controversies cannot be helpful in 
attaining spiritual heights, which is primarily a matter of heart : 
“The Veds, the Purans, the Quran, all have grown weary singing Thy praises, O God, but thou 
art not known unto them.’’® 
These books of theology and religious philosophy cannot explain the mystery of God: 


“The Veds and the books of the Mussalmans have not found God’s secret; all the Sidhs have grown. 
weary contemplating Him. 


The Simritis, Shastars, Veds, and Purans all describe Him in various ways, 

But God who was in the beginning, and who had no beginning, whose story is unfathomable, 
cannot be known. He saved such as Dhru, Prahlad, and Ajamal. 

The courtesan was saved by repeating God's name ; that name is my support, the object of 

my thoughts.’’” 


Do Ys Ces (84) 2; ALD. (79) 3. A. U., (76) *Madaar was a celebrated Muhammedan saint. 
4, ASU, (77) 5, B.N.,1. (98, 3) 6. 8., (8) 7. 8: (9) 
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“He who made millions of Indars, He who made and destroyed some millions of Bawan. 
Demons, demigods, serpeots, sheshnags, birds and beasts innumerable, 
To whom till today Shiv and Brahma are doing penance without finding His limit, 
He whose secrets the Veds and the Quran have not penetrated, is the great Being whom the Guru 
(Guru Tegh Bahadur) hath shown me," os 
Mere controversy dries up the spirit of devotion : 
I “They who were smitten by the Simritis abandoned my worship. 
h They who attached their hearts to my feet 
Did not walk in the way of the Simritis’? ' 
“God remaineth apart from those j 
Who indulge in wrangling and pride. 
He is not found in the Veds or the books of the Muhammedans. , 
Know this in your hearts, O saints of God.” ; 
Although the Guru has written so much satirising the religious practices, he does 
not altogether despise Hindu beliefs in the God-heads of Brahma, Vishnu, Mahesh and 
others. He feels that even though these persons are also of divine origin and even though 
they, too, have been sent by -God to preach true religion, they have failed. For, each one 
of them has led to a different interpretation of God, In the Bachitra Natak, he proclaims , 


to all men what God told him : 

“In their (demons’) places L established the gods : 
They also busied themselves with receiving sacrifices and worship } 
And called themselves supreme being.’”* j 

Mahadev called himself the imperishable God ; 
‘Vishnu too declared himself to be God, 

Brahma called himself the supreme Brahma, 
And no body thought Me to be God,’”® 

“They (Eight Sakhis) told people to worship them, 
And said, ‘There is no God but us.’’® 

“How many worshipped the sun and moon er 
How many made burnt offerings ! How many worshipped the wind! 

“Some recognized a stone as God.’"* 
“They whom I appointed to watch over creatures, 
On coining into this world called themselves Gods. 
They altogether forgot my orders, 
And became absorbed each in his own praise.””® 
Therefore, the Guru takes it almost as his duty to preach the true religion : 
“Nothing is to be obtained by putting hopes in others ; 
Put the hopes of your hearts in the one God alone 
Nothing is obtained by hoping in others ; 
Put the bopes of your bearts in Him.’’"™” 
He discourages the old religious practices of the Hindus and the Muslims : 
“Millions of men may read the Quran. 
They may read innumerable Furans 
But it shall be of no use to them in the future (life) 
And the power of fate shall still rule over them.’ 


TAs Stes 2, B.N., VI (18) 3. B. N., VI (61) 4. BLN, VIG) 
5. B.N., VI (8) 6. B.N., VI) 1, B.N., VI (10) 8, B.N., VI (11) 
9. B.N., ¥I (12) 10. B.N., VI (48) 11 B.N,, VI (47) h 
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Duncan Greenlees in his work, the Gospel of Guru Granth Sahib, has tried to 
appreciate this satirical vein in a very sympathetic manner, when he says: 


“This is not an attack on sacred books but on bibiliolatory, relying on adherence to one rather 
than another to supply the lack of virtue and devotion.’’! 


The Guru’s general attitude towards religions is, however, based on oabedhes and 
philosophies of his predecessors who recognised all the religions leading to the threshold 
of God. In this respect, in the Akal Ustat, he says— 

“The temple and the mosque are the same ; 
The Hindu worship and the Mussalman prayer are the same 


; all men are the same; it is through 
error they appear different. 


ere **,F cee #886 *, tee ** ** 


Allah and Abhekh are the same ; the Purans and the Quran are the same; they are all alike; 
it is the one God who created all.’” 


To sum up, the best of Guru Gobind Singh is found in his devotional poetry, 
not in his satirical or didactic verses. The heart makes fuller amends for the head which 
is liable to be impatient and intolerant towards the failings of the common man. It is his 
devotional poetry which rises from abundance of love or pity, of self-surrender or humility. 


Such poetry of his comes home to men’s bosoms and it is this poetry that is chanted in 
moments of devotion or distress : 


**O God, give me Thy hand and protect me, 
And all my desires shall be fulfilled 


May my heart be ever attached to Thy feet 
Deem me thy own and cherish me !’3 


Secular Poetry 
The secular poetry was the hall-mark of the Ritikal of the Hindi literature. The 
Dasam Granth which belongs to this period presents abundant poetry of this kind. This 
poetry of the Dasam Granth may well be classified into (a) heroic, (b) autobiographical, 
(c) mythological and (d) characterological poetry. These are discussed below. 


(a) Heroic Poetry 

Guru Gobind Singh developed into a soldier-poet. It is interesting to study the 
evolution of his art under thestress of circumstances. He was essentially a poet who 
took to sword and then wrote martial verse to breathe fire into the minds of his fellow 
soldiers, 

The Guru believed that it was a mission of his life to fight against the oppressors: 
He says— 

“T assume birth for the purpose of spreading the faith, 
Saving the saints, and extirpating all tyrants.” 

To fulfil this mission was not an easy task, particularly in the days of the Mughal 
tyranny. He had to face many difficulties which were further aggravated by the bigoted 
policy of Aurangzeb. To those open to reason, he preached his message and against those 
who believed only in the physical force, he raised his sword. 

His revolt against the enemies of f religion and his attempts at war poetry were 


1, G,G.Q, 8. 212° 3; A. | ., (86) 3. P. i bs —Fenti Cheupai—405 (377) 4, Bi: Ey 79 5. B.N., Vi(43) 
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not in any way prompted by any desire for wealth, land or fame. He attempted the heroic 


verse and had it sung or recited to his soldiers with the sole purpose of inspiring the 
people with the will to be perpetual fighters of the battle of Dharma i.e., to uphold 
righteousness. At the end of the Krisanavrar, the poet says : 
“@ God, 1am composing the story of Bhagout for no other motive than to fire men’s hearts 
_with the feeling of holy war.’” 
He, therefore, infused martial spirit into them by his soul-inspiring and heart-stirring 
descriptions of battles. Commenting on his Chandi Charitra I, at the end, the poet says, 
“This composition is imbued with raudra rasa.’”* 
Again, at the end of Chandi Charitra, \\ he says, 
“Even if a low coward hears this ballad, he will be thrilled with love of war and offer himself to 
fight in the battle.*’ 
At the end of Chandi Charitra 1, he prays to Chandi to grant him the object 
(namit) wit h which this composition has been attempted. 
“Chandi! grant the object with which the poet has translated it.’” 
No doubt, he took to sword but that was only as the last resort towards the 
fulfilment of his mission. In the Zafarnamah, addressing Aurangzeb, he says— 
“Chun Kaar uz hamah heelte dar guzasht 
Halal ust burdan ba shamsher dast’’ 
“When all other means have failed 
It is righteous to draw the sword.’" 
Guru Gobind Singh himself was a brave soldier, This is evident from his own 
writings in the Bachitra Natak. While describing the battle of Bhangani that he fought, he says 
‘When this insignificant creature saw 
Shah Sangram fall in battle, 
He took up his bow and arrows. 
With the first arrow I struck a Khan 
Who fell to the ground, 
I then drew out another 
And aimed at the face of Bikhan Khan. 
The bloody Khan fled leaving his horse, 
Whom the third arrow struck and killed.’’ 
“When I felt the touch of the arrow, 
My wrath was kindled. 
I took up my bow 
And began to discharge arrows in abundance.’’® 
He could never forget that in his veins ran the blood of bravé Kshatriyas, He, 
therefore, could not think of adopting an attitude of escapism towards the disturbed 
conditions of his time. He writes, 
“T am the son of a Kshatri, not of a Brahman ; how can I perform austerities ? 
How can I turn my attention to Thee, O Lord, 
And forsake domestic affairs.’”” 


~ 


1. K.A., (1901) 2, K.A,, (2492) 3. Ch. Ch., 1 (232) 4. Ch. Ch. 11 (260) 5. Ch. Ch. 1 (288) 
6. J.N,, (23) 7, B,N., VII, (24, 25) s, B.N., VIL (31) 9, KA, (2489) 
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Rather, he was anxious to die in a battle-field and therefore prayed to God : 
‘Now be pleased to grant me the boon, I crave with clasped hands, 


That when the end of my life cometh, 
I may die fighting in a mighty battle,’’! 
In battles, he always felt that he had full protection of the Almighty on whose 
injunctions he was acting : 
“Who can meditate anything against those who enter the saints’ protection ? 


God preserveth them as the tongue is preserved among the teeth; He destroyeth their enemies 
and allayeth their suffering.’” 


“The Master Himself saved (me) by His shielding band.’’s 
“What can an enemy do to him whom the Friend preserveth ? 

He cannot even touch his shadow ; all his attacks would be fruitless,’* 
“All-death saveth all His saints, 

He hath tortured and destroyed all sinners, 

He had shown wonderful things to His saints 

And saved them from all misery.’”® 


“Knowing me to be His slave He hath aided me, 
He hath given His hand and saved me,’”® 
“The Lord of the world saved me.'” 
He, therefore, never felt proud of victory which he always thought, was won through 
God’s grace. After the victory in the battle of Bhangani, he said : 


“It is through the favour of Eternal God, I gained the victory.””* 
In defeat, desertion or despair, he believed that Almighty alone could save him and 
therefore, he always lifted his voice to Mahakal to protect him with his helping hands: 
“*Mahakal, be Thou my protector, 
All steel, [am Thy slave ; 
Deeming me Thine own, preserve me ; 
Think of mine honour—deeming me Thine own, cherish me.’”® 

Even at the most gloomy hour he invoked only the Almighty for help, guidance 
and protection and none else. 

The Guru did not believe in deviating from the right course even while fighting 
against the enemy. At the end of the Chandi Charitra I, the Guru seeks God’s blessings in 
the same spirit of a true warrior : 

“Give me this power, O Almighty ! 
From righteous deeds | may never refrain.’’!" 

Nor did he expect his enemy to use any foul means. In his letter of protest to 
Aurangzeb, he charged the emperor with breach of faith for his commanders began to 
pursue him in the sands of Bhatinda inspite of their having promised protection on his 
surrendering the fort of Anandpur. While dealing with his unscrupulous enemies who had 
gone back on their word of honour, the Guru asserted that it was the sacred duty of a man 
like him to draw the sword and fight against his enemy to the last.4 


J. K,.A., (24839) 2, B: Ny, SITT (25) 4, BL a XIII S (23) 4 RB. N. _ XIII (3 (24) aE 
5. B.N., XIV (I) 6 B.oON., XIV (2, ii, iv) 7 B.N., X1-(69) 8, B.N., VID (34) 
9. K. A. (435) 10. Ch. Ch., I (231) H.. FF 2 
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He didnot regard the loss of his father, mother, sons, followers he incurred, 


as acts of benevolence to the oppressed, On the other hand, he took them: as acts 


of duty incumbent, on him for the fulfilment of his mission. This is what he always. 


expected his followers to do. He says, 


“Blest is his life in this world who repeateth God’s name with his mouth and contemplates war in 
his heart.’*2 : 
Guru Gobind Singh regarded the death ofa soldier as the death of a martyr equal 
to the fruit of many years’ devotion and ensured honour and glory in the next world® He 
prays to God: 
‘When this mortal life comes to a close may I die with the joy and courage of a martyr !’"* 
He, therefore, earnestly prays to God : 
“Be pleased to grant me the boon 
I crave with clasped hands 
That when the end of my life cometh 
' I may die fighting in a battle !’"4 
The heroic poetry in the Dasam Granth may be classified into two types, the 
realistic and conventional. The realistic war poetry treats the themes of fight in which Guru 
Gobind Singh was himself engaged. It deals with events of history and their description 
is authentic, for Guru Gobind Singh himself was a commanding general and soldier. 
The conventional war poetry is mythical, legendary or historical. It describes battle-scenes 
in which gods, ancient or legendary heroes, fought against their demon or mortal enemies. 
The great quality of the poet of the Dasam Granth is that he is able to thrill his readers 
with martial spirit, He succeeds in creating the moods of enthusiasm and exaltation 
associated with the poetry of Vir-rasa from time immemorial. 


(b) AUTOBIOGRAPHICAL POETRY 


Dr. Mohan Singh Diwana, in his essay on “Guru Gobind Singh asa Poet’’, while 
pointing out the personal element in Guru Gobind Singh’s poetry, says, 


“The personal element is something entirely new in him. No other saint or poet before him in 
the whole history of Indian literature has left an autobiography, which is informed by such 
strength of narration, such earnest conviction of the goal and such truth and freedom and 
fearlessness of factual indictment, ‘[ do not care for any god or man, says he; am not 
afraid of them, resting as [ amin His bosom with my fullest trust in his Divine Omnipresent 
Aid.’ A great man, for, an entirely self-conscious, self-confident, humourful and inteprity- 
charged person.’”® 

This is indeed the distinct feature of the Bachitra Natak, a narrative verse, in which 
he gives his ancestral account mixed with legendary lore, the detailed account of his 
previous birth, his discourse with God when he was not quite willing to leave His lotus- 
feet, the story of his life, mission and the battles that he fought against his enemies. It is, 
no doubt, an incomplete story but its authentic value is immensely great, Historians have 
liberally drawn on this composition in their account of the political conditions prévailing in 


1, K.A,, (2489) 2. Macauliffe ; How the Sikhs became a Militant Race, p. 20 3. Ch. Oh. I (231) 
4, Ch, Ch,, I (231) 5. Of, B. N., 1(92. 93), If (4,5), V (13, 14) . VIE-Q3, 4, 5, 33, 34, 35, 36, 37, 38, 39, 40, 42; 53) 
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the Punjab of his days. Towards the close of the Bachitra Natak, he discloses his plan of 
the Bachitra Natak Granth which was yet to be completed. 

The traits of the personality of Guru Gobind Singh, as revealed in his autobiography, 
distinguish him from his predecessors. His personality, though in agreement with other 
Gurus in the essentials of Sikhism, struck a new note. It would appear as if under the 
stress of circumstances, the personality of the Sikh Gurus evolved in the form of Guru 
Gobind Singh’s personality. He had, no doubt, all the saintly qualities of his predecessors, 
the Gurus, but that was only one side of his personality. He was a saint for the good 
but for the wicked he was a soldier determined to finish him and extirpate the evil from 
the universe. Like his predecessors, he had no false vanity. He was full of humility but 
humble he would be only to those who knew the value of humility. To others he was a 
fierce opponent prepared to pay in the same coin. Like other Gurus, he entertained 
no fear of any mortal and he could sacrifice anything and everything for his principles, but 
he would not leave things to take their own shape. He would, on the other hand, spare 
no pains or consider no sacrifice too great to see the evil punished and the good rewarded. 

He had a complete reliance on God, like his predecessors. He considered 
himself God’s chosen instrument for spreading the faith, saving the saints and extirpating 
all tyrants. In regard to the extirpation of tyrants, Dr. Indubhushan Banerjee has 
peautifully brought out the Guru’s conception of the role of sword in the following words : 

“But for these purposes, particularly the second one the old weapons of service, humility 
and prayer were wholly out of place and in the very opening verses of the Bachitra Natak 
the Guru makes his position clear. His reliance was on God and the Holy Sword, ‘The past that 
he had inherited and the circumstances in which he was placed naturally led him to think 
of God as the punisher of the wicked, and asthe Sword isa great weapon for that purpose, 


in the Guru’s mind the two become identical. ‘God subdues enemies so does the Sword; therefore 
the Sword is God and God is the Sword.””* 


The Guru remained unmoved even in the most difficult hours of his life, fighting 
incessantly against enemies of humanity. He had an independent character and was frank 
and bold in his statements. He had a strong personality and adhered to his convictions." 
The personality of Guru Gobind Singh, therefore, combined in it the various divergent 
traits rendering him fully competent to fulfil his mission. It was this type of personality, 
his age needed but this would not urge him to escape the realities of life. 

The art of biography was seldom tried in the medieval Hindi or Panjabi literature. 
In Hindi, there are stray examples of this type of composition : Gosain Charitra by Beni 
Madhav, Tulsi Charit by Baba Raghbar Dass. [n Gurmukhi script, however, there are some 
more examples : Gur Bilas by Bhai Darbara Singh, by Bhai Sukha Singh, by Mohan Kavi 
and Janam Sakhi by Bhai Ganesha Singh based on the lives of the Sikh Gurus. Similarly in 
autobiography, the field was almost new. The Bhakta poets, like the secular poets in Hindi 
and Panjabi, had given some hints or clues about important incidents of their lives,scattered 
here and there in their devotional verses, but no poétt, except Jain poet Banarsi Das who 
wrote his incomplete autobiography in Ardha Kathanak, had ever thought of giving, or tried 
to give an account of his birth, parentage, his dreams and adventures. It was left to Guru 
Gobind Singh to make a fresh experiment in the art of autobiography. 


1, Cf B.N., VIL, (37, 38) 2, B.N., VI (42-46) 


*Here the third purpose mentioned above, 
8. Indubhushan Banerjes: Evolution of the Khalsa. 97, 98 4, B.N., VI (33-40, 42, 53) 
5. H.S. f, 124-26; H.S, 228. Shukla and Dr. Hazari Prasad Dwivedi doubt the authenticity of these biographies 
because of the much divergent matter in them. 6. H, 8, 1,222, 230, 231 
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(c) MYTHOLOGICAL POETRY 


Guru Gobind Singh had long felt the need for awakening the slumbering souls of 
‘the down-trodden people. The masses had completely lost their way in the intricate paths 
-of numerous creeds and castes and were mistaking the distortions for facts. In the intro- 
‘duction of the Chaubis Avtar he writes, 
‘‘Men are entangled with their own affairs ; no one knoweth the Supreme God. : 
Some (Hindus) go to the places of crematioa, other (Mussalmans) to cemetries; but God is at 
neither.’”2 
To those who had pinned their absolute faith in him, he in his capacity as a Guru 
proceeded to enlighten them through his didactic poetry. But to those who had been attracted 
towards him not because of their faith in his religious doctrines but for his heroism, and 
whose faith in the Guru was still in its formative stage, he gave a psychological treatment. 
He knew that with such people neither religious sermons would be effective nor would the 
‘satirical approach bring any fruit. He, therefore, used the method of suggestiveness to bring 
them into his fold and, with this in view, he rendered freely in vernacular all the stories 
of the Avtars of Vishnu, Brahma and Rudra and the goddess Chandi. Through _ this 
compendium he sought to bring such people into his fold who otherwise would have shown 
reluctance in following his lead because of their different faith. Accordingly, the entire 
volume is devoted only to the narration of the life-stories of the Avtars, without the poet’s 
indulging in any sort of criticism or interpretations thereof. He, however, does not forget 
to remind the reader, in a mild tone, of his own convictions when and wherever he feels 
that a particular work or portion of the story’is likely to distract the people from the path 
te considers right. But while doing so he appears to have exercised caution in not 
‘vehemently refuting these myths. In the Krisanavtar accordingly the poet writes : 
“I do not at the outset propitiate Ganesh, 
[ never meditate on Krishan or Vishnu ; 
I have heard of them but i know them not : 
It is only God’s feet I love.’’? 
Again, in Shesh-Shayi Avtar, he says : 
There are millions of Bishen and Mahesh in the body of Akal-Purakh?, 


In the introduction of the Chaubis Avtar he says, 
“They who recognize the Primal Being as One God, 
Allow no other belief to enter their hearts.’ ’ 
“They who cherish any other belief, 
Shall be debarred from meeting the friend.’’5 
In other works also he loses no Opportunity to bring home to his followers the 
fictional aspect of these myths. He says, 
“He made millions of Indras and Bawans : 
He created and destroyed Brahmas and Shiv 
The fourteen worlds He made as a play, 
And again blended them with Himself.’’¢ 


1. Ch, A., Intro. (18) Also see Ch. A., Intro. (19 to 25) Zu. US. A., (433) 
4, Ch. A., Intro, (21) 


3. Shosh-Shayi A, (1) 
5, Ch. A,, Intro. (22) 6. A.U,, (6) 
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**He created millions of worms like Krishna.’ 
“T will not repeat any other name nor establish any other god in my heart.’”* 

It is mostly in these religious works, he is at times sarcastic, and vehemently refutes. 
these myths. 

The poet’s absolute faith in Bhagauti as revealed in the first pauri of Chandi-di-Var 
which is included in the daily prayers of the Sikhs should not lead one to think that by 
Bhagauti he means any goddess. The word Bhagauti, whenever used by Guru Gobind Singh 
stands for Akal-Purakh, the Creator Himself, and for none else. 

This compendium has a utility also for the Sikhs, for it serves as a very 
comprehensive key to the mythological illusions referred to in the Adi Granth, without 
which it becomes difficult to appreciate fully the contents of this sacred book. 

The most important feature of this work is chiefly the description of the war scenes. 
In the course of the Guru’s narrating his stories, his dwelling on the war scenes reveals 
that he did not hesitate to exploit fully those portions of the stories which suited his 
underlying motive of inciting his men to holy war which had become a mission of his 
life. It is evident from his own writings : 

“O God, I am composing the story of Bhagout in Hindi verse, 
For no other motive than to fire men’s heart with the feeling of holy war.’”§ 

While concluding the Chandi Charitra I, he says that his composition is informed. 
with raudra rasa through and through, and that he has achieved the nimit (object) he had 
placed before himself in the composition :— 

“This poem is imbued with raudra rasa.’’! 


At the end of Chandi Charitra II, he says, 
“Even if a low coward hears the ballad, he will be thrilled with the love of war and offer himself” 
to fight in the battle,’’s 

Of the Mythological compositions, the Chandi Charitra first and second and Chandi- 
di-Var are purely war poems. The other compositions where war descriptions are 
found are Kachh Avtar, Bairah Avtar, Bavan Avtar, Paras Ram Avtar, Rudra Aytar, 
Jallandhar Avtar, Vishnu Avtar, Suraj Avtar, Ramavtar, Krisanavtar, Nar Avtar, Kaliki Avtar. 
There are ducls, mass fights accompanied with storms of dust, filling the whole 
atmosphere with sounds and noises of all sorts. 


(4) CHARACTEROLOGICAL POETRY 


The Pakhyan Charitra is a rich gallery of descriptions of human types in mixed 
Punjabi and Braji. These Charitras are good examples of the art of character delineation. 
Though many of these characters belong to ancient times they appear to describe even some 
of our living acquaintances. The aim of this work, as already discussed in the preceding 
chapter, is to raise the moral standard of the readers by examples of various types of good 
and evil which may warn them against sex urges appearing in many a disguise, and 
TT 4h, Cb. (282) S.C, Oh, 1.(260) 
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strengthen their moral convictions. These Pakhyans have been designed primarily for the 
simple people who had not the religious back-ground strong enough to check such 
deviations from moral side of life. 


The poet was, undoubtedly, fully aware of the human weakness brought out by sexual 
urges and gave a timely warning to his followers from going astray. Here it may not be 
out of place to mention that in these tales at no stage has the poet introduced the religious 
or moral force. He has, on the other hand, applied the effective technique of suggestiveness 
by acquainting his followers with the motives that lie behind the acts of all types of 
people one comes across in life and thus developing in them an insight into the human 
character. 


The poet, at many places, has, through the Pakhyan Charitra, tried to enlighten 
his disciples on the subtlety of woman’s nature knowing fully well that it is far beyond 
the understanding of an ordinary person unless the reality is laid bare to him through 
the grace of God. He regarded it as his mission to eradicate the evil from the 
universe, by warning the people against such temptations. He says: 


No body can divine the character of a woman, fickle-minded as they are 
He alone, can see through their character traits whom God succours." 
No body can read the character of woman 

Not Vishnu, Shiva and the six-faced Kartikeya, etc. 

Not even Brahma, the very creator of the universe who created them.? 


He goes so far as even to assert that 


There is no end to the fancies of these women, 
Even the Creator has repented for having created them.* 


After all, no body has understood the mind of women 

Even the Creator after having created them repented 

Even He Who has created the whole universe accepted defeat 
After he had probed into the secrets of woman,* 


The poet does not hesitate even to quote instances, when required, from his. 
personal life to impress upon the people the charitra of the women.’ 


The women-characters of these tales, almost all, suffer from passionate desires and 
they use all the means, fair and foul, at their command to attract the opposite sex to 
have their thirst quenched : 


O beautiful One! do not besmear sucha shapely form with dust. Do not waste your youth, 
O maiden ! 

When old age comes, thou shalt repent thy youth, that is no more.® 

Do not be proud of riches and youth ! 

We are all happy, O youthful one ! 

Be thou also the same. 

Old age will come and youth will depart. 


I. PL Ch., 193 (7). 2, P.Ch., 377 (12) _ 3. P. Ch., 322 (25) 
4. P, Ch,, 312 (13) 5, Cf, P. Ch., 16, 21, 23 §. P.Ch., 303(14) 
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Then thou shalt rue it all the more 
When thou recallest these times. 
They talk about the significance of merry-making with women of exquisite beauty 
by arguing that their beauty is only a temporary phase of their development and will soon 
fade out leaving the opposite sex repenting for not having enjoyed it : 


Why to be vain of this youthful life which is fleeting and sticks to no body. 
Come, let us both enjoy it. Why trust it (fleeting youth) 7 


Among the men-characters of the tales, there are two types that we come across. 
The men-characters of the first type of these tales, soon after they fall a prey to the 
coquetry of the opposite sex, suddenly come to themselves : the philosophic element in 
them brightens up and they, realising that these are only distractions diverting the man 
from his real path, soon manage to be out of their clutches.’ 

The other type, which appears to represent the earthly ignorant merry-makers, fall 
an easy prey to the evil desires of the opposite sex, lose themselves completely in their 
physical charms, thus preparing for both spiritual and physical death: 

The first type is exemplary, and sets an ideal before the readers which they are 
persuaded to achieve even at the cost of theirall. Thesecond typeis a bit realistic 
one, revealing the human weaknesses, thereby warning the readers against them. 


From the themes discussed above, under Secular Poetry of the Dasam Granth, it is 
evident that like Bhushan, who strangely enough wrote heroic poetry in the Riti period, 
its poet tried to lift its poetry from the rut into which the poetic creations of his 
contemporaries tended to fall. He hit new marks by introducing autobiographical poetry 
which,according to Dr. Indubhushan Banerjee, is undoubtedly the most important of all the 
records about Guru Gobind Singh,’ and by reorientating heroic and mythological poetry. 
Character-tales which previously existed in Apbhransh,® Rajasthani,’ and Avadhi® for 
preaching religion, morality and social harmony appear in the Dasam Granth profusely 
in Braj. The reason for the profuseness of these tales was apparently the Guru’s desire 
to impart practical wisdom in the language of the day and in the mode of literature that 
specially appealed to the masses. The Guru fightly understood the importance of 
the secular form of poetry for the uplift of the masses and gaveit its well-deserved 
prominence. 


1. P. Ch,, 303 (16) 2. P. Ch., 303 (15) 3. P.Ch,, 16, 21, 23 
4. P. Ch., Lid, 118, 262, 290. 5. Indubhushan Banerjee : Evolution of the Khalsa, 177 

§. Harivansh Kochhar ; Apbbhransh Sahitya, 40,41; Hazari Prasad Dwivedi ; Hindi Sahitya, 19, 79, 

7. Shukla: H,8.1., 231 8. Ram Kumar Verma : Hindi Sahitya Ke Aalochanatmak Itihas, 477 
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CHAPTER V 


ART VALUE 


In the preceding chapter, the attention of the reader has been drawn mainly te the 
thought currents contained in the different parts of the Dasam Granth and their 
general importance as an interpretation of life. We now take up the discussion of its 
art value, 

‘Artis a notoriously shifty and uncertain word.! Here by art we mean the way, 
conditioned by the nature of the poet’s inspiration,’ the thought has been expressed ; the 
way ‘ithas been shaped, ordered, isolated, organized, designed ; above all, so unified in 
its own distinctive character that it will always be substantially the same experience 
whatever mind it may lodgein.* ‘Not only thought but, equally, emotions, sensuous 
impressions, psychological intuitions and the mass of infinitely variable associations that 
accompany the movement of thought, are communicated to the reader’s mind.” The matter 
of the poet, thus, becomes the reader’s experience while not ceasing to be the poet’s. 
The thought is not so much carried by the technique as embodied in it, as inextricably as 
vitality is in flesh.’ 

What exactly constitutes poetry has been a subject of controversy among writers 
of Indian literature from time immemorial. There are different schools holding different 
views on this matter. According to Bharat Muni, Rasa‘ is the soul of poetry, whereas Anand- 
vatdhan in Dhwanyalok believes that Dhwani? (suggestion) is the soul of poetry. There 
is another school which stresses the importance of A/ankars* (figures of speech). There 
are still others who lay emphasis on Gunas® and Riti® as the main constituents of the 
poetry. On a closer view, most of these schools reveal themselves more in the nature 
of style and technique than the emotional content of imagination. 

In the Ritikal of Hindi literature also, in which Guru Gobind Singh lived and 
wrote, the poets laid stress on one or the other theory. ‘‘For instance,Das and Kulpati Misra 
valued above everything Vyanjana and Dhwani, Mati Ram and Padmakar regarded Rasa 
as the very soul of poetry and Keshavdas and Jaswant Singh were first and foremost 
followers of the Alankar School.”™ Yt should be remembered that in the Ritikal “Riti as 
used in Hindi literary terminology” came to mean “a particular method or mode of 
writing poetry and comprehends within its scope various cults like Rasa, Alankar and 
Dhwani,.??™ 


ee ——— -- 


, Lascellos Abercrombie ; The Art of Wordsworth, p..12 2. Ibid, p. 30 3 Ibid, p 5 
. Lascelles Abercrombie: Principles of Literary Criticism, p. 38 5, Lascelles Abercrombie: The Art of Wordsworth, p. 4 


« << fe Tata Heaacgy: Tadt!— Bharat Muni: Natya Sutra VI, art TaRAD $1otH \—Vishwanath : Sahitya Darpan, 1,3 
PACATAT aft ¢ |—Dhwanyalok 1, 2 S TQ Cat rea carafahs aearat ATT | 
—Rajanak Ruyyak: Alankarsarvasws 
a. nas pray oe Ot Te fa wae 
agaafad = calor art = ATM «ATA L_Apni Paran, 346, 1 
10. <facteat Hreqea l—Vaman ; Kavyalankar Sutra 1, 2, 6 LY, UF. hs, $8 12. Hy L.,:80 
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Instead of entering into a futile controversy on the subject as to what is the soul 
of poetry we prefer to examine here the poetry of the Dasam Granth in the light of 
all these definitions or claims, Riti and Alankars being more akin to each other have been 
taken together and discussed under the heading. Alankars. Here only such topics wil be 
taken up as are generally included by the conventional writers in the field of art. 


(a) RASAS 


The theory of Rasa has been discussed by the great masters of poetics mostly with 
reference to drama, suggesting that Rasa signifies the «esthetic pleasure, enjoyed by the 
audience while witnessing a play which has poetry, music and action as its main 
constituents. This emotional effect on a responsive audience is produced, through a 
harmonious blending and representation of appropriate Vibhavas (Determinants), 
Anubhavas (Consequents) and Vyabhichari Bhavas (Transitory states), all reacting 
on the Sthayi Bhavas (Dominant states) of the audience. Poetry, unlike drama, is 
handicapped in its emotional effect in several ways. It is read in cold print instead of 
being recited by actors in variegated costumes and in a colourful setting. The reader of 
poetry misses the living voice of the actor, throbbing or resonant with emotions and 
supplemented by dynamic gestures. The reader in solo also misses the infection of the 
collective response which emotionally helps a member of the audience in the enjoyment 
of esthetic pleasure. Thus handicapped and stripped of all external aids as well as of 
living touches poetry resorts to diction, imagery and other poetic devices helpful to the 
experience of Rasa or esthetic pleasure in the mind of the reader. We shall see in the 
following pages how far the poet of the Dasam Granth has succeeded in depicting different 
Rasas in the various parts of the Dasam Granth, 

1. Shringar Rasa 

Shringar Rasa is a characteristic Rasa of highly sensuous poetry which is mainly 
occupied with erotic motives and is based upon physical attraction between the hero 
and the heroine. The poet describes them from top to toe (Nakh Shikh) and the cycle of 
seasons in relation to the changing moods of the lovers. The poet creates such situations as 
give him full scope for the display of amorous fancies and sentiments. He gives at length 
rich and colourful pictures of sports and surroundings ideally suited to meetings between 
lovers and their sweet hearts. Such poetry is apt to become tedious if the poet indulges 
in excessive eroticism and sensuousness. 

The poetry of Shringar Rasa in the Dasam Granth has for its theme various aspects 
and stages of love, viz., Poorvanurag (attachment before seeing or meeting),’ Kaas Lila 


L. gqeeprtararteant : 
Ha aia faaaa A sal wa al tl Fat art tat tal Ta Bl eS 
in sae ae Base Gta wT Fa wT a a TEE || 
maa ® exTt en waa gatas Zea st aaa ea Il 
SS qa ara sat eax A fla ges aise A Ta Aral Aigelt AT Ce Rite 
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‘(circular dance) including Prem Prasang (courtship or love-talks):, Maan Virah (woman’s 
truculence)?, Maan Mochan (reconciliation), Samarpan (complete self-surrender or self- 
dedication)! and Pravas Virah (separation because of stay abroad)’. Poets have mostly 


' aa it gataz fiafa— 
me % faaaaga seus | aia at dn site art 1 
Wat Fe % Aa gat an za q’ fas ga anita walt i 
‘geal wt aqq @ eq 4 Wa dt aa ata qardt ii 
wart % awet aa gate aq asa aaa feat 1 peti 


Also see K. A., (66 !—673, 669, 670 and 671). For text sae the Appendix, 

ee aia sat ate og din afar ab as Fant F 11 | 
wayel at aaa GF an sg Fate aa at FI r 
art tat frat fia F frat at wat afaar & sat F 1 
at sat samt wa H git a ca amg = at F 1 K. A., (677) 


For more verses see K. A., (693-ii, 700, 702, 715-iii, 720). Text is given in the Appendix pp. v—xiii, 
For English rendering see pages 92 to 98, 


Radha-Maan Mochan ; 


(Analysis) Verse No. 
Cause of Truculence— (Jealousy ) Sarlarat Wacesraf.... oo 2 covsestl_s. D. p. 144 145 687 700 


Means of persuasion 
Saam gra (sweet words) aaa WH We gta, sufs sqerr aia i) ' 
we sauiaeda git, ze atte taal 1—Rasikpriya, p, 100 
egg TH afa aaa safes: |, 
ATFAT aay ara TATA TATRA: l_Rasarnavsudhakar, p. 174 
fraaaaaa aT qq "F rata Tag 1!—Rasarnaveudhakar, p. 174 


682, 683, 608, 


Daan, Daam a, aq (Presentations, Bribery) Smears agIz: sp: Saas ie 
Bhed -q (Friction, Dissension) ARAIITFATT ils p. p. 146 . 685, 686 ; 
Nati afq,Pranati garfy (ntreaty) Waal: Tat aft: us. p., p, 146 688, 705, 717 
Upekhsha yay (Indifference) aaa g afta engieradteaa _s.p. p16 690, 691, 721, : 
723 : 
Rasantar zareqq Prasang Vidhvans za Haas: | ITA RY WITT ls, D., p46 731, 733-787, ' 
: a : 740, 743, 745 
qeqq (Change of mood or subject-matter) 
4, am 43 gla ama dn et g gaa fama az aad | 
ae FS we ae aaa ae me adn F oH ur | 
5 ~ ba 
weet att get silen mat & ez & wa ati 
ta % fae aa S da F sar farina % feat i ae ak 
x x x x x xX * 
of Sy = be 
lava a4 ofa & aft 4 faa ate aa mE met I 
aft St aa Hz gaa aeat fit wa at aavia ad | SE 
For English rendering see page 102, 1 
5, aiget TH tq 8 fang at ei af fea art 1 


asa fit S aq dig sale aa fas a aare 1 
meat © ge via gat andl an aati var & avert 1 


ST Mm = AYWGT q que A Wed qyz que | IK. A., (801) 
Also see K A., (793—800, 802—817) 
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described separation due to stay abroad, as it is evident in Barahmahas.' The themes of loye- 
making and union are often found in romances like those described in the Pakhyan Charitra : 
A well decorated maiden came like a wreath of the Ragas (Melodies, which are fascinating). 
Her presence illumined my house as if a row of lamps had flooded it with light, 
She has stung my heart with the jingle of her anklets as if they were a pair of scorpions. She. 
ras made a slave of me by casting her magic charms. 
She has maddened gods and demons alike with the lustre of her teeth. She has wrung my 
heart with her looks cast askance, 
Her gold-like body shines forth in such radiance that the shining sun is but a flicker before it. 
The passionate one has left a vision like the trains of a sweet tune (which is tickling to the 
senses).3 
The setting of the poetry of Shringar Rasa often consists of rivers, lakes,gardens with 
bowersand flowers, forests with deer, occassionally hillsin the back-ground, river-banks, 
moonlit nights, clouds and rain, breezes, morning hours, etc.s Nature forms as a rule a 
harmonious back-ground for the drama of love. In the poetry of union and separation, 
nature works aS an active agent—as an excitant in spring, rainy season, and winter. The 
phenomena of nature enhance mutual charms in the time of union but burn the very soul 
of the distressed person by aggravating the sense of loneliness and personal grief : 
The month when fierce winds blew and cyclones and dust storms raged, and 
The heat of the sun was irksome, was all the same pleasant. 
For, we sported with Krishna in the cool splashing water of the river. 
At that time the season was pleasant. Now it is painful.* 


x x x x x x x x 
When the clouds cleared a little, the shades of trees appeared pleasant. O friend! 
We loitered with Syam. We wore clothes bearing the colours of flowers, 
We sported in love and the time simply beggared description. 
Owing to Krishna’s love, the season was pleasant but nowin his absence it has become 
extremely painful.® 


In the Krisanavtar we meet with poetry of Shringar Rasa in all its stages but the 
treatment appears to be conventional. In the life of saintliness that the poet led, there could 
be little scope for such experiences. Imaginatively, however, the poet of the Arisanavtar 
seems to have realised through the story of Krishna and Radhika from the Bhagwat 
and the literature floating in the Riti period before he came into the field, what these 
could be. The treatment of Shringar Rasa in the Hindi poetry has been ever since its 
inception, most conventional at which every verse-maker must have made an attempt. 

Verses illustrating sentiments of Shringar in union and separation have been given 
in the Appendix as the Shringar Rasa therein would appear to approximate to the necessary 


tests. 
2. Vir Rasa 


The poetry of Vir Rasa has its origin in the bards who celebrated in song the 
valour and heroism of their patrons and their race.’ They were known as Charnas, Bhattas, 
Sevagas, and Pancholis. They had a long line of successors who carried on the tradition 
of bardic poetry. Chand Bardai, for instance, belonged to a family of bards and the 


; vh,. (183) 8 Se 0,9 
1. K. A., (869— S870, 914—025) For text see Appendix pp. itoyv ® Pp. Ch,, (183) 3. See pp, 89, 90, a1 
4, K, A., (871) 5. KA, (872) 6, H, His, 0h) 
‘ . "3 
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famous poet, Surdas, is said by some to have been one of his descendants. Sarangdhar is 
said to have been another descendant of Chand Bardai and Sarangdhar was himself the 
writer of Hamir Rasso like his ancestor's work Prithviraj Rasso. Chand Bardai’s son, 
Jalhan, is also said to have been a poet and “‘it is possible”, says Keay, ‘that some parts 
of the Rasso were composed by him’’.! 

The period of Hindi poetry for about two hundred years after 1200 A. D. was most : 
fruitful in bardic poetry which constituted the main body of literature of Rajputana’, the . 
Punjab and the areas near about Delhi. 

According to Dr. Dwivedi, war poetry was the natural product of those times 
when major clans of Rajputs had carved out for themselves kingdoms, great and small, 
and were constantly at war with one another. Each of them had a minstrel at his court who 
improvised strains of war and love to amuse and flatter his patron. In times of war, he 
attended his chief in the field of battle and inspired him and his forces to acts of heroism 
by his thrilling ballads. This poetry was composed in Dingal, with several refined elements 
of the Sanskrit prosodist, Pingal and in an unchiselled dialect of Hindi which abounded in 
harsh sounds and was capable of producing rugged melodies. Ballad was the popular form 
which lent itself to music and memory both. Such are the three ballads : Prithviraj Rasso 
Allaha Khanda of Jagnik, Hamir Rasso of Sarangdhar. The description of endless feuds 
among the Rajputs themselves and their wars against the Turks are the themes of these three 
outstanding compositions of the period. The houses of Chauhans, Chandelas, Rathors and 
Ranthambors and their wonderful exploits are sung in these compositions by their devoted 
bards celebrating their dignity, valour and heroism, 

In course of time, when Hindi literature developed a literary tradition, other poets 
came into prominence as writers of the poetry of the Vir Rasa. Bhushan gave this bardic 
tradition an artificial and literary vogue. He dedicated his talents particularly to Vir 
and Raudra Rasas, for his keen sense of personal and racial self-respect found champions of - 
the Hindu cause in Shivajiand Maharaja Chhatrasal of Panna. He made their exploits the 
theme of his poetry and gave the poetry of the early Riti School a new orientation and lifted 
itto a very high level. His Shivraj Bhushan, Shiva Bavani and Chhatrasal Dasak are; 
his outstanding works.* Maharaja Chhatrasal inspired yet another poet, Lal, Known as | 
Gora Lal Purohit, a favourite of the Maharaja. His famous work Chharra Prakash 
is a long narrative poem which gives a graphic account of patriotic and brave efforts of 
Chhatrasal’s father, Champat Rai Bundela, and Chhatrasal’s own brave deeds, breathing 
nobility, heroism and patriotism—the main constituents of Vir Rasa? Sujan Charitra of 
Sudan of Mathura gives a chronological sequence of the rule of Raja Sujan Singh and relates 


— 


-_ 


lL, Bw 2, 14, 16. 

2, The Rajput bards sang extempore to the war-drum facing the hard reality of life. Ib was tho dance of nature, 
the Siva’s Tandav, that they saw before them. Can someone today create that type of poetry through imagination ? The 
horoic sentiment and emotion, enshrined in every battle-sonz of Rajasthani language, is the Original asset of Rajasthan, and 
the pride of India at large.—Rabindranath Tagore: ‘The Modern Review, December 1938, p; 710. 


3.° H. L.,11, 20 4. H.L,, 11,18, 13 5. H.L., 13, 16, 18, 19 & H. 1. 98°f, 1. H..L,, 123 £. 
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the Raja’s exploits. The poet excels in the description of preparations for battles just as Lal 
and Bhushan excel in describing battles and the flight of the defeated army respectively.’ 


. The third tradition of poetry of Vir Rasa is as ancient as the culture of the country. 
It came downto us through the Sanskrit verse which was rendered in Hindi by poets like 
Tulsi (Ramayan), Chintamani (Ramayan), Padmakar Bhatta (fam Rasayan), Sabal Singh 
Chauhan (Mahabharat ) and numerous other minor poets who translated these epics freely 
in almost all dialects throughout the ages.* 

In the Punjab, the bardic and the epic traditions were alive and popular at the 
time of Guru Gobind Singh. The cycle of Ramayana was still played, as it has been 
through ages, in the villages on the eve of celebrations of the Dussehra festival. The 
brave deeds of Raja Sahlvan were also recited in the form of folk-ballads in the Panjab. 
They were no doubt very popular among the people, even as the story of Sohrab and Rustam 
was loved by the common people. The renewal of the struggle for existence under the 
tyranny of Aurangzeb revived the poetry of Vir Rasa which thrilled the hearts of the 
oppressed. The sacrifices made by Guru Arjan Dev and Guru Tegh Bahadur lent a religious 
tinge to the struggle, and developed the religious aspect of the Vir Rasa. The military 
spirit of Guru Hargobind was reborn in Guru Gobind Singh who found poetry of Vir Rasa 
as the right medium for infusing in his disciples the spirit of revolt and independence on. 
the one hand and sacrifice on the other. 


Guru Gobind Singh is one of the greatest in Hindi literature as a writer of poetry of 
Vir Rasa. The only poets who can match him in this kind of poetry are Chandra Bardai and 
Bhushan. His Chandi Charitra—in three versions, and compositions of Avtars are excellent 
poetry. The stories are not original but the treatment is magnificent. The narratives 
develop without a break, The stories acquire dignity from the characterisation of the 
heroes. In every work, in thought, word and deed, the hero is every inch a hero of 
action calling for courage and sacrifice. The diction is appropriate to the content of brave 
thoughts and great deeds andthe metrical pattern of the verse is traditionally what 
had been often used before for the writing of poetry of war and heroism. The great quality 
of Guru Gobind Singh is that he is able to thrill his readers. He succeeds in creating the 
moods of enthusiasm and exaltation from time immemorial associated with the poetry of 
Vir Rasa. 
In the Dasam Granth, the poetry of Vir Rasa is found in the Bachitra Natak, the 
Aytars, three versions of Chandi Charitra, including Var Shri Bhagauti Ji Ki Gn Panjabi), 
Pakhyan Charitra and Jaffarnamah (in Persian). This poetry describes preparations for 
war, the action, the victory or defeat of an army, with the help of alankars, appropriate 
diction and harmonious metres. The chief attributes of Vir Rasa here'are enthusiasm, fury 
(Raudra), pride, hatred (Bibhatsa), romance, courage, self-sacrifice and dash. As Raudra and 
Bibhatsa Rasas ate allied with Vir Rasa, the examples of both of them are found side by side 
with those of the Vir Rasa. 


1, A. L., 120 £. 


= r um Fae: cr et 


Digitized by Panjab Digital Library | www.panjabdigilib.org 


ART VALUE 233 


A few passages of the original Durga Sapta Sati as translated in Braj by Guru 


Gobind Singh describing the war between Durga and demons are translated here as 
specimens of heroic sentiment ; 


The Lord of the world has waged this wat in order to relieve the world of its misery (to redeem 
it from oppression). 


The trumpeting of elephants is like the thunder of clouds. Their white tusks are like herons. 
flying in a row. 

The sword of the warriors wearing their armours flash like lightning in dark clouds, 

The horde of demons descend upon their enemy gods like dark clouds. 


Full of net Durga has eken the field. Dkoormra Lodten too bas ated with his army. 

When the swords and the arrows fell and struck, the goddess seized a spear and 

Thrust it into the enemy’s mouth, which chipped off his lip even as chisel cuts off iron. 

His teeth were like the pure white water of the Ganges, his body like the dark water of the 
Jamna, 

The blood flowed from his lips red like the water of the Saraswati. This is as it were a picture 
of Triveni.? 


x x x 
On being me bes Dhoomra Lochan cried out, and leading bude of the demons 
And drawing a sword, he stabbed the tiger in the chest, 
Chandi too seized her sword and collecting her strength chopped off his head which fell into 
the land of demons 
Like dates fallen off the tree when the storm blows, 


x x x x x 
Wheo Durga heard the ontcries of the demons, her eyes were full of fire. 
On hearing the wrathful voice of the goddess, Shivji was disturbed in his meditation and 
the feathers of Garud dropped off on the ground. 
The fire of Chandi’s eyes blazed forth like the wild fire, 
And burnt all her enemies to ashes just as poison intoxicates bees to death.4 


When Chand and Mund, the demons, arrayed their army in battle-order and took 


the initiative, there arose a thick cloud of dust as if the very earth (Vasundhara) heaved 
upwards towards the Indralok. The poet has described it in a beautiful simile ;— 


Fired up, Chand and Mund selected four types of the best forces, came forward to give a battle 
to Durga, 


The whole earth resting on the head of Shesh Nag began to quake like a boat in a stream, 
The dust raised by the hoofs of the stecus rose in clouds to the sky, 
As if the earth herself had left for Brahma Lok begging for relief from oppression.® 


The scene of battle waged by Girija Bhawani is equally matchless : 


When she heard of the shouts of the demons, Durga flared up. 


She put on her armour, rode on her tiger and blew her conch and proceeded to the battle- 
field, 

She descended from the heights on her enemies 

Just as Bahari (falcon, a bird of prey) stoops down upon a flight of Koonj and sparrows,® 

An arrow shot from Durga’s bow increased ten times in its deadliness and got transfixed into 
the bodies of the demons. 


1. Ch. Ch. I, (62) ae - och kk =|. CO SC ea een 
4. Ch. Ch. I, (101) 5. Oh. Ch. I, (168) 6. Ch, Ch, 1, (110) 
ot, 
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And appeared as. if they were trees bare of leaves after the blowing of the winter (Phalgun) 
wind.? | 

x x x x x : 

When the stronger enemy Mund was knocked down 


She turned to Chand to do away with him likewise. 
She slaughtered his army to a soldier. The battle that she gave was dreadful. 
She attacked him with a spear and cutoff his head even as Shivji beheaded Ganesh with 
his trident.* 
The head of the enemy was cut off with a spear ina manner in which Shanker 
had beheaded Gajanan. How picturesque is the language | 
Equally interesting is the fall of the demon at the hand of Chandi. This is compared 


to the fall of Hanuman, while carrying the mountain (shail), at the hands of Bharat : 
The brave demon flew in anger and delivered an attack and wallowed the sea of blood, 
Holding his sword and protecting himself with a shield he rushed at the tiger. 
While attacking, he was shot by arrows of Chandi and was laid low, 
Just as Bharat, Ram’s younger brother had knocked Hanuman down with mountain itself. 
He rose up again, seizing the sword advanced to fight with Chandi 
He wounded the tiger and streams of blood rushed forth from his body 


As if showers of rain fallen on the mountain of Gaeru had dyed the earth below in red.4 
The field of battle is drenched with blood shed by Chandi and this sight is 
compared to the scene at the Gaeru mountain when washed by rain, The expression is 
characterised by force and heroism, like the crimson of the dawn. 
Chandi flew in passion and plunged into a fierce battle. 
She trampled down her enemies as an oilman crushes the oil seeds in order to extract oil. 
The blood ran down in the field just as coloured water is splashed on the ground when his 
(dyer’s) clay-basin gets broken, 
The open wounds looked bright red like lamps burning in a tower.® 
How expressive it is of crushing the enemy like linseed (til), of the spurting of 
blood as if from the broken vessel of the dyer, of the display of the wounds, inflicted by 
weapons like the flame of global lamp, and of the fiery sentiments of heroism ! 
When Kali grasped her deadly sword and roared out, the Sumeru mountain shook, 
_ The paradise shrank with fear and big mountains began to roll back fn all the ten directions, 
Panic seized all the fourteen lokas and even Brahma was upset, 
Shivji lost his state of meditation, and the cracks and fissures appeared in the earth.® 


. 
| 
: 
; 
7 


He broke honed the hienie of the snauoy nek like the eewila and took at his bow and arrow 
in such a manner, 

That he killed mountain-like dark demons just as the rays of the sun destroy darkness, 

The whole army was routed. How can a poet describe such a scene ? 

It was just like Kaurvas fleeing from the battle-field at the sight of the blood-besmeared face of 
Bhim.’ 


x x x x x 
Obeying the word of Sumbb, Nisumbh marched in battle-array 


Like the incensed Arjun fighting against Karun in the battle-field of the Great War of 


the Mahabharat - 
1. Ch. Ch., T (111) 3. Ch. Ch., L (116) «Gh. Ch, I. (183) 4. Ch, Gh, I (186). 
5. Ch. Ch., I (157) &. Ch. Ch., I (166) 7, Ch, Ch,, I (180) 
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The arrows of Chandi struck a great many demons and broke across their bodies, 
Like the sprouts of the paddy seeds breaking forth the soil in the month of Savan,' 


The arrows of Chandi piercing through the body of demons are compared to the 
seeds sprouting and penetrating through the soil to the surface. How wonderful ! Such 
comparisons are not a few, 

Taking a lance, she pushed it into enemy’s head so vigorously 

That it pierced through bis helmet and turban as well, 

A jet of blood was shot out above his head 

Like the intense glare of Shivji’s sight on the opening of his third eye,® 

The stream of blood issuing above is compared to the tripple stare of Mahesh 

concentrated on Kamdev. How brilliant is the flight of imagination | 
The demon pulled the lance out and thrust it back on her. 
It struck her on the mouth and she began to bleed profusely though it added to her charms, 
Like the red spittal of chewed betel-leaf splashed in the neck of Padmani.® 

At the defeat of the demons, the gods could not contain themselves for joy at the 

sight of the goddess and began to pay her the tribute of victory. It is described thus :— 
All the gods assembled together and prepared a paint of rice, saffron and sandal wood, 
Having perambulated around her countless times, they put a sacred mark of triumph on her 
fore-head, 
Which appeared as if the auspicious planet (of Mangal) had entered the orbit of the moon.* 


In the concluding verse, the author’s feeling of heroism is revealed like the flowers 
tossing in spring : 
“Give me this Power O’ Almighty, 
From righteous deeds I may never refrain ! 
Fearlessly may I fight all battles of life, 
Full confidence may I ever have 
In asserting my moral victories | 
May my supreme ambition and learning be 
To sing of Thy glory and Victory ! 
When this mortal life comes to a close 
May I die with the joy and courage of a martyr !°’5 

The Chandi Charitra isa free translation of Durga Sapta Sati. The great leader, 
the conqueror of enemies, the lover of war, Guru Gobind Singh has translated only those 
portions of it which are expressive of the heroic sentiments. He himself was a hero. He 
saw Chand and Mund, the goddess and the demons as examples of heroism. 

The translator has shown in this work his mastery of similes and epigrams. He 
has not merely told the story of the goddess and her battles but has also described in detail] 
all the various incidents, interlarding them with similes and metaphors and thus giving a 
vivid and lively picture of the field of battle and the various fighters. In the concluding line 
of the work the translator hints at this characteristic : 

This Chandi Charitra has been written in verse. The whole poem is full of martial spirit 
(Raudra Rasa), 


~d, Ch. Gh., 1 (188) 9. Ch.'Ch, I (193) 9, Oh. Ch (94) 4 Ch. Ch, I (224) 


= 


8 Oh Gh, 131) 
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Each verse is more stirring than the other. All the similes from top to toe are new and fresh. 

The story of the Satsai (seven hundred couplets) composed by the poet for the pleasure of it 
has concluded, 

It would surely fulfil the wish— whatever that be—of the reader or the listener, 

Butwhen an incident or a detail is mentioned incidentally or when the incident 
is not suggestive of heroic sentiments, it is translated briefly in order to carry on the sense 
of the narrative :for instance, shlokas 93, 94 and 100 of the seventh canto of Durga Sapta 
Sati have been translated in one couplet only. 


Similarly shlokas 18 to 21 of the sixth canto haye been translated in one swaiya 
only : 
After surveying the forces of the demons, Chandi turned the tiger round sharply. 


The tiger moves about more rapidly than the wheel of fire, the whirlwind, umbre!la over the 
head of the bridegroom or the lance. 


In that fight the tiger lashed round in such a manner that even the eddies of a river stand no 
comparison with it. 
No other simile suggests itself. It appeared as if there was a whirl of tiger-faces all around.? 
The fury of the lion and its attack on the demon is described in graphic similes, 
From the description of the battles given above, it would be evident that the poet 
has risen to very great heights in the depiction of Vir Rasa. 


3. Shant Rasa 


The poetry of religious devotion is a poetry of Shant Rasa. Guru Gobind Singh was 
the tenth Guru of the house of Nanak who, it is believed, owed his inspiration to the 
teachings of Kabir. Guru Gobind Singh, therefore, follows Guru Nanak, a votary of the 
Nirgun School of poetry, which put no faith in incarnations, gods or goddesses, no faith in 
caste system which resulted in false sense of social superiority, and no faith in the 
exploitation of the lower classes and untouchability. Further, it put no faith in rituals, fasts 
and pilgrimages in the quest for spiritual knowledge positively. The Nirgun philosophy was 
eclectic, combining as it did, with Vedantic monism, Islamic monotheism and Indian 
mysticism of Sidhs, Gorakh panthis, Sufis, and Vaishnavism of Ramanand.* 


“The corner stone of Nirgun philosophy”, writes Dr. Dwivedi, “is the idea of a 
single impersonal omnipresent God. These mystic reformers dwelt on the immanence of the 
Deity, without form or colour beyond comprehension and expression. They, therefore, 
stressed the importance of deep introspection and rapt meditation in order to realise the 
oneness of the individual soul with the universal soul. Such a realisation would break the 
illusion under which the common man lives.’ 

The poetry of the saint-singers is the poetry of love that opens up the hidden recesses 
of the heart, and lifts one above the earthly-self ridden by troubles and worries, Such a 
poetry heals the wounded soul, sustains the depressed and fills the pious with ecstasy. That 
is why music holds a very important place in devotional poetry, both as a part of it, and as 


& HH, .., 186.2), 24H, G., 24, 25 4, He. b,, 208, 245: B: b., 25, 27/349 85, 887 
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an instrumental accompaniment. The darbars of the Sikh Gurus gave a place of honour 
fo musicians or Ragis who set their compositions to music in the religious gatherings or 
‘congregations. Guru Gobind Singh’s poetry is musical in more aspects than one. 


The attributes of the poetry of Shant Rasa are, besides singing praises of God and 
His saints or spiritual preceptors, the outpouring of emotion, self-surrender, indifference to- 
‘wards the world for its transitoriness, sense of renunciation, attainment of divine knowledge, 
humanity, service, faith in the grace of God, the immortality of soul, and self-realisation in 
union with God. The poetry of Shant Rasa has characteristics like these and by its 
impassioned music, influences the mind and the heart of man which takes things in the spirit 
‘of resignation and has nothing but loving regard for God and His creatures even in extreme 
adversity. 
Some examples of the poetry of Shant Rasa of Guru Gobind Singh have already 
been given in the third chapter. Some more may be presented here : 
(a) Those who have conquered sovereigns at home and abroad, killed great generals and 
kings, 
Whose houses were full of all the eight siddhis and nine treasures in their fullness, 
Who possessed great many moon-faced wives, who could not keep count of their hoarded 


riches, 
All these have yielded to Jam, the death-god. Inthe absence of the Name, they have in the 


end passed away bare-footed.1 
The trend of the verse is towards renunciation which acquires force from the 
vivid back-ground of objective reality on which it is presented, Power and pomp, riches 
and beauty all appear like bubbles in the absence of God’s name. 
(b) JI accompanied neither Ravan, nor Mahiravan, neither Manu nor Nal in their last journey to 


the other world ; 
Nor did I go with Bhoj, the monarchs of Delhi and Kauravas, not even with the mighty 


monarch of the Raghu race, (Rama). 
Uptil now I bave accompanied nobody, JI tell the truth swearing by all those have destroyed 


the hordes of sins. 
Wake up O callous beast! I did not accompany anybody to the other world nor flinched from 


my position.’ 
By describing the sorry fate of even the greatest of the great, the poet creates a 
‘Sense of void, and resignation dawns upon the mind as a necessary consequence, 


(c) Why to put on these saffron robes, O sages ? They shall all be consumed by fire. 
Why do you start this tradition? It will last only for a day or two. Itcannot goon for 
ever, 
The ways of grim Kal are all powerful. No yogi, howsoever great, can play any hide-and-seek 
with them, try how much so ever he might. 
O great sage | this handsome body of yours shall at last be stark dead and shall be reduced to 
ashes and mixed up with the dust of the cremation ground,® 


The verse prepares the mind for sincere devotion, shorn of symbolism and 
convention and is, therefore, an illustration of the pacific sentiment. Nothing extraneous 


1. Dattatreya A., (491) 2. Dattatreya A., (492) 3. Dattatreya A., (493) 
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is of any avail in the pilgrimage to the Great, hereafter, not even the handsomest body,. 
which is nearest the soul. 


Listen, O sage! Why dost thou subsist on air, nothing shall accrue to thee by such: 
subsistence. 

Why dost thou colour thy robes with ochre ? By such devices thou shalt not realise God. 

Refer to the Veds and the Purans, they shall all vouchsafe the same truths. 

Thou hast not consumed thy passions, and yet thou callest thyself nude. Even thy matted hair 
shall not accompany thy head." 


This verse shows the true path to self-realisation, Forms and rituals do not help. 
One has to consign one’s passions to flames which means sublimation of emotions and 
purification of heart. So this is also pacifism. 


Thus in the depiction of Shant Rasa also—not of the type of forest-hermits but 
of the vigorous kind of a saviour of the good—which is required for self-devotion, self- 
realisation and successful completion of the task in hand, the Guru has turned a new leaf. 


4. Hasya Rasa 


As the day breaks the shrew of a newly married girl begins to thunder, threaten and prohibit. 
People cannot stand her storming. 

The poor mother-in-law all terror-stricken, looks at her with a bated breath. The sister-in-law 
(the wife of the elder brother of her husband) turns back from the door-steps. 

The neighbours have resorted to the woods for their residence (out of fear of hes), All the 
people are deeply distressed. 

If you ask for water she will hurl a stone, Is it a woman or a lioness that has entered the house ?* 


This verse is an example of the sentiment of laughter which has been fed and 
heightened by a series of incongruent exaggerated verbal images. The climax is reached 
in the third line. ‘Pas Prosin baas gahyo ban’ etc. (1.¢., leaving their houses the neighbours 
took to the forest for habitation) and the terror-striking shrew is presented in her ludicrous 
colours in the last line. ‘Paani ke maangat Paaihar maarat?—this simile of the Sandeh 
Alankar suggesting her to be a blood-thirsty shrew has further added another peal of 
laughter to the already forceful word-pictures of the preceding three lines ‘Saasu ke 
traas na aavat swaas, etc. 


5. Bhayanak Rasa 


(a) At places severed heads are to be seen, at others fallen trunks are heaving on the bare earth. 
In some places broken thighs are riggling in pain, elsewhere, beautiful hands are 
bounding up, 
Then in some places there are sky-rovers to be seen ; in still others, ghouls are shrieking 
In some places goblins are giggling ; in others, Bhairavas are howling. 


“I, Dattatreya A., (403) 
2. ag MH OTH OH Ott staf ore 
ag & Waa saa mea sana a fat ara faaral 
gma wmiea a neal aa alm ac aq A apart i 


~ - 6 bal 
Tit & Hint wat ana ae fear at art Aral il p. chao, (1) 
For more examples see P. Ch., 158 ; P. Ch., 266 (17, 18, 10,42, 49, 112); R. A., (161) ;Chandi.di-Var, (17, 64) 
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In this way the monkey emerged victorious and the demon-son of Ravan was done to death. 
Branded and unbranded inveterate warriors fled with blades of gtass caught in their teeth (i.e., 
like domestic beasts, )! 

x x x x 4 

Demons are falling in the battle and demon-infants are scurrying about ; 

Casting their loyalty to the winds watriors are flzeing for their life. 

Trunks with mutilated limbs are g0ing up like a blinding storm. 

Each and every mighty warrior when struck with an arrow falls on the battle ground.” 
x De x x x 

Growing long hair on their heads, with ugly shapes, and coarse hair on their bodies ; 

Such as crunch human bones in their jaws and gnash their teeth, 


Their eyes shot with blood, Who is there who can display his strength to grapple 
with them ? 


With bows and arrows stringed they roam all the night and commit all sorts of sins every day. 


6. Karuna Rasa 


Drawing over me a dark veil of disguise ; deserting the realm of the king; and disguised 
aS an ascetic, I shall accompany thee, 

I shall transgress the bounds of the family traditions, shall shake off the royal pomp and show, 
But | shall not turn away from thee, Such is my resolve. 

I shall wear rings in my ears and besmear my face with ashes but I shall not swerve 
from my determination. O my son ! I shall consign to flames the paraphernalia of 
royalty. 


Disguised as an ascetic and casting off the hardships of Kaushal, I shall accompany king Ram 
Chandra (to the woods), 


we 92 fet se ae wees ot oat I 
fend atd att ee aga 
WT 86oyCU ee ar Fat 
fret tga 
ge vifa fax af at uf emt aa TAMA |) 
Ta Bea wit zat ate me ax aa fam R. A., (374) 
fa sat at wre sad fad | 
aid fasaat ai via ma a at | 
SI Ae Taal gay dad sz |) 
aia art at fia yee stead R.A, (791) 
wa ae fax Ga gt ae te 8 da at fea ® 
Ba a w ae wade gaciam aad hae 
Raat F sala fast dna fata Seaz 
RM Tae s ta fet aq ara ap at te nx. A., (1464) 


Ht Bt Bt FqUs FT Ft at teaqdt MER Ba anlage ferarft a 11 
Sag aM Bh use & ara at din J a aga tas fate ay 
Hat wa art at get faut ad fs a a at ya us aaa ai 
Siem a tat Ta asa S sk ea usar wiz a & af & fea a i 


R. A., (266) 
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7. Vatsalya Rasa 
Y ‘ No sooner did Rukmani see him thao her breast filled with milk, 
She was over-powered with emotion, aod the pathetic sentiment overflowing her heart, 


she uttered these words. 
‘O friend | Exactly like the one here was my 508 who was bestowed on us by the Lord aod 


then snatched away,’ 
So saying she heaved a deep sigh and her eyes shed tears, says poet Syam,' 
Other Rasas 
2 The other Rasas, too, have been treated at numerous places in most of the works, 
sometimes dominant and sometimes subdued, It is not considered necessary to delve. 


into them here. 
It has been noticed that the faults going under the name of Rasa-dosh like Rasa- 


Bhas? i. c. disharmonious min gling of mutually opposing sentiments and Swanaam Kirtan’ 
i.e. use of words signifying the name of the very sentiment or emotion sought to be. 
employed, exist. The erotic similes and conjectures used while depicting heroic and 
pathetic sentiments particularly in Chandi Charitra 1 and Nihkalanki Avtar are not 
appropriate. But such instances are very few and do not count much in the appreciation 
of the poetry of the Dasam Granth. 

From all that has been said above it would be seen that Guru Gobind Singh has. 
dwelt upon a variety of human sentiments, ranging from the erotic to the martial and 
comic, and has invariably succeeded in creating the proper mood, eminently suited to a 
- particular Rasa. 

All the Rasas have their proper places in the poetry of Guru Gobind Singh who 
was sensitive and appreciative enough to react sympathetically to beauty as well as pathos. 
wherever they were found. In consequence, the Dasam Granth is full of episodes that 
touch the heart and make a powerful appeal. The poet has presented these episodes. 
elaborately and has sought with care and enthusiasm to develop their full implications. 


$< TL 


1, taa ate wana ® q wala wm at At ae 
aie weat afadt far H FRA | at git aa gate | 
cat aat aieet a gt asHs en Ft eH a g feare II 
tae aa sae wat afa aad Fe WR AA FETE |) K. A, (2034) 
"Cf. oral ai Zt ea Alea Ae =I, FU, al | Puran Bhagat, by Puran Singh 
ca fiat at fax qa oa fs at orig A AT G GaN oT at EU 
gaa asE Aat ae at aaa aa ATA at az ale sr saat = i 


~ 


Sat at WR Te at a Bet aia ATA eT wi % ge am at = ii 


nat waaa % FAR TA ala 7 HAA A sits saa Far Fe | 


R. A., (169): 
Se qa a ae aa at Aa a fee TE = 
yaa fan Bat Fat AM aaa w tara ti 
aq ain aaiaa Fel Ba Bt Ae gate 
aia aa wa wie WM ale ate aa faa aieae Re As, (104) 
2, Mingling of heraie and erotic sentiments ; Ch. Ch., Lb (194); mingling of sentiments of terror and erca: N, Ay, (300); 
mingling of erotic and pathetic sentiments N, A,, (400). 
3, Angerin BR, A,, (147, 140) and Ch. ch, (110, 155) ; fear in RB, A, (794) ; sorrow in B. N., V, (16). 
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There is a flood of the pacific sentiment in the Adi Granth. Self-abnegation and 
renunciation have been extolled and their attendant virtues, such as mercy, generosity 
calmness and simplicity, have been emphasized. We have been advised to renounce 
passions and to subdue the restless sense organs. But its penetrating insight has ignored 
the eradication of those ailments of the cosmic self which are thorns in the path of the 
good intentions of this holy book. This deficiency has been made up by the composition 
of the Dasam Granth. In this book Guru Gobind Singh has thrown together such inspiring 
sentiments as would urge one to resist the destroyers of civilisation, its Virtues, peace, 
truth, justice and generosity. It was to inspire this power that he gave the descriptions 
of battles in such a forceful language as could infuse life even into the dead, 
It was again this aim that urged him to present three renderings of the Durga Sapta 
Sati. The third rendering found in the Pauris is so inspiring and powerful that it can make 
blood race even in dry bones, In the Krisanavtar, Khacag Singh’s combat has been 
narrated so vividly that its reading can turn even cowards into heroes. Such wonderful 
descriptions are found at several other places. 


(b) (GUNAS 
Gunas are embellishments of language. They heighten the effect of Rasas', as they are 
related to words and through them to sentences. There are three principal gunas : madhurya 
(sweetness), oja (stimulation) and prasad (perspicuity or lucidity). It is these gunas Which 
make the composition madhur (sweet), parush (harsh) and prasad, (perspicuous or lucid) 
respectively. In the Dasam Granth, all these gunas are found in their proper places in 
all compositions in their different forms. 


1. Madhurya Guna 

Madhurya Guna melts the heart and exhilarates it. It is found more in the pathetic 
sentiment than in theerotic sentiment, inseparalion more than in pathos, in pacification 
more than in separation. The Dhawanyalok points out that the Madhurya is a special] 
characteristic of Shringar, that it reaches the highest pitch in the Vipralambh Shringar 
and Karun. Madhurya is produced by the letters from % tO 4 excepting the ‘7 warga (24%) 
each letter being preceded by the nasal of the class to which it belongs. It js also. 
produced by letters ‘v’, ‘a’. ‘7? warga, however, combined with a short vowel, sounds harsh 
to the ears.* It is consequently destructive of madhurya. In the Dasam Granth, madhurya 
guna is found most in the Krisanavtar and the Paki yan Charitra. The reason is that large 
portions of these works are erotic in character. Some stanzas containing madhurya guna 
are cited in the foot-note: 

l. S.D,K., 364 an Be, 
8. (@) IR Ft We RM Fa gig aa aftr we 
Baa wt fra ga gH sta af gia & fae ae yl 
TH it a vd Se fe wat ar set oa aa | 
at sat fa at waaat zat a Aal sasat a TMS ll KA. (uoey 


Here sweet letters on the whole have been pressed into service and in all the four feat there ij ; 
of letter g with wy and ay ere 18 euphony (pleasing sound), 


(>) aac at daa fear safe fara feat a ae fa faa a ou 
et 33 ata fig seat tart aa az GF fet aa Sa gc afer a j 
TRH AH TE Ga quan Gia ea A al sia =a fa wl faa et 
Ud) Wa aR same game & afar aa BD et Ha ak fa A uo, Ch. 1(89) 


Here, too, the sweet letters have been used, 


— —, eS —— - esis. 


—— 


ee 
2. Ibid, 27, 364 


Digitized by Panjab Digital Library | www.panjabdigilib. org 


242 THE POETRY OF THE DASAM GRANTH 


2. Oja Guna 


Oja guna stimulates the heart. It is foundin an increasing measure in the heroic 
sentiment, the sentiment of abomination and the sentiment of horror, Conjunct 
‘consonants, double consonants, rakar, ‘1? warga and long compounds are expressive of Oja 
guna. Whenever there is occasion for the heroic sentiment or the sentiment of horror or 
abomination, Oja has spontaneously appeared in the Dasam Granth.’ Examples of these are 
specially to be found in the Ramavtar, Chandi Charitra I, Chandi Charitra I], Var Siri 
Bhagauti ji ki and Bachitra Natak. In the Dasam Granth, Oja gunais also found in verses 
in praise of God, Sword etc.* 


3. Prasad Guna 


The compositions which are characterised by clarity of expression are said to contain 
prasad guna. Madhurya and oja gunas are confined to particular sentiments but prasad guna 
can be employed in all sorts of compositions, because madhurya and oja relate to the 
exterior forms of words while prasad pertains to their sense. The moment the words are 
uttered, the meaning is apprehended and it pervades the mind at once. In the case of Vir 
rasa or raudra rasa it pervades like fire in dry fuel, and in the case of Shringar or Karuna 
like water in a clean sheet of cloth. The words of a passage are so well adapted to the sense 


AUB FC get ae awe wre I 

ata ae =A a BAT | Bey AT II 
nfad wart = gas OAT a AT 

AAT | NAT gO II 

ana | AT Me eH RET Ge II 

Rig Ria avis ari 
fe EH EH SII 
at alias omit ata a 
FH Gig Riaz at yaa aii R. A. (601-9) 


Here repetitions of conjunct consonants preceded by vowel ay OF = or = are expressive of rugged style. 


l, (a) 


a 2,4) 2 


b) GAT GH ate cat gee ai omer Fe wR ed Aa ae II 
wl a Ha wa gia a |) gt aw au ss ata aR | Ch Ch. eas) 


eaa cette 6 age) aaah a a I 
aie ages 6 gai oaatfe 1 St esa ae 


Here repetitions of ¢ and g,barsh sound, 


B..N., XI (44) 


rkar, anupras and long compounds used profoundly are all expressive of ragged 
style 


on ‘Consaire (a) eraetage WaTaAae atau Tae || 
qaeeade BEDE cc atfeaarig aaa || 
ged 8 cals §=6faiaeee «= RR 
+ 4 WaRa feazsam aa stam F Aq 1 


B. N., 1 (2) 
(bh) BAgen sgiadem  scacfaizm 6 snfetea 
TETAS aE ATEAT Wed | A. U., CL) 
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as to vividly present the meaning of the poet to the reader’s mind. The religious poetry, 
the autobiographical poetry and many other parts of the Dasam Granth are full of 
Prasad guna? 


Thus, as in other essentials of poetics, our poet, even in the effectuation of gunas or 
in the embellishment of language, is equally good. 


(c) DHWANI 


According to Vishwa Nath, the author of the Sahitya Darpan, as explained by Dr. Kane, 
the Dhwani theory is only an extension of the Rasa theory. It took over the idea of rasa from 
drama into the field of poetry, The Rasa theory took account Only of acomplete dramatic 
work. The main object of a dramatic work is the evolution of some Rasa, Shringar, Karuna 
etc., by means of Bhavas and Vibhavas. This naturally presupposes a composition of some 
length, But if there be a single charming verse, it cannot be said to evolve a rasa, although it 
may suggest some one or more of the constituents (bhavas) that bring about the relishing of 
a complete rasa. Such single pieces would be outside the pale of Kavya according 
to the Dhwani school, if it were said that the soul of Kavya is Rasa alone. Rasa can 
only be suggested and not directly expressed. Hence it may be advanced that the best poetry 
is that which contains a charming Vyangya (suggested) sense.2 But though it is possible to 
extract some sort of Vyangya (suggested sense) from any sentence or word, all the words of 
sentences are not necessarily Kavya ; only those words which have particular qualities and 
are arranged in a particular manner and contain a charming Vyangya, constitute Kavya? 


Dhwani (suggestion) according to the Dhwanyalok is the soul of poetry. The author 
of the Dhwanyalok cites the testimony of ancient writers in support of his statement 


1. ala at faa fata at gat aS apt att aan gata art are 
wat da ame et Alan az GX at Wea sere art ange | 
me et ana wae et ad az aly ert daa ame at wat 1 
me at maa ame at feat aq ca at dea ada at aati A.U., (90) 


Here the letter @ in combination with Fl and letter © in combination with T have been abundantly used. The 


letter T in combination. with $ has also had many repetitions The verse is, therefore, devoid of Madhurya and Oja Gunas and. 
is an example of Prasad Guna, 


faa faa aa feet faenesn cea qq faa fet a sear i 

a ST a fiema at ad aa aff aaa & wet I B.N. Vl (41) 

x x x x x 4 x x 

ft a at get ae ae at aoa ay wea ale 1 

fas fas sa enn aaa i za af & ee ate oarat i B, N., VI (5) 
wea oat = 6ogan oaadl yo afe af aaa fed ual | 


ai vila fet a0 gar i ae gat aa e mT I B.N., X (4) 
2. 8, D. K., Chap. II, 369. 3. 8. D. K., Chap. 11, 360, 
4, “STAT kata: Dhwanyalok, 
wat: Met at aaTaqaadigaeral | 
curd: tleatagy: a estate aitta: aera: 1 —Dwansyalok, 8%. 
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that the soul of poetry is suggestion which assumes only the form of Rasa, ete.’ 
Dhwani is divided into three kinds, viz., 

(i) Vastu Dhwani, in which a distinct (different) subject matter or topic 
is suggested. 

(ii) Alankar Dhwani, in which the suggested sense would constitute a figure 
of speech; the expressed sense does not, however, do so. 

(iii) Rasa Dhwani, where Bhava etc, are the principal element and where the 
expressed sense of words, and the figures of speech are dependent upon 
Rasa, etc, 


Now we shall illustrate from the Dasam Granth all the three kinds and their sub- 
kinds of Dhwani. 


1. Vastu Dhwani 


(a) Destruction rained in the battlefield and scarfs fell away, 
When sharp arrows flew, heroes rolled, and badly scathed, 
Trunks and heads fell asunder and the battle-field presented a horrible sight. 
Heroes have fallen as if the revellers of holi had dropped on their beds after having splashed 
coloured waters and become tired at the gambling table.* 


This verse presents a word-picture of the clash’of arms, the falling of foes and the 
horrible view of the battle-field on account of the severed trunks and heads. The meaning 
is expressed, All the same, the clash of arms is depicted in such a vivid manner that it sends 
a thrill of terror through the mind and helps in the realisation of the pertinent 
sentiment of horror. This is an illustration of the depiction of emotion through theme. 

(b) They have become deaf to all other sounds. “Strike, strike well’’, are the words that they utter. 

With a challenging force they rush on unmindfull of the impact of countless weapons of 
warfare.® 


This verse describes the zeal and singleness of purpose displayed by warriors on 
the battle-field. They are deaf to all sounds and the only sound that their lips utter is 
“strike and kill’. They are shouting and rushing forward in the thick of the combat 
quite unmindful of the enemies’ weapons of warfare. The scene is quite enthusing and leads 
one naturally to the realisation of the heroic sentiment from an expressed meaning which 
the words of the verse convey. This, again, is a depiction of the same kind of emotion. 


(c) The younger brother (Laxman) lifted and embraced him (Rama), 
Then he wiped his face and said, 


1, APATUATATAST 1—Apni Puran 336, 38 (B.I, ed) 
Atal Aatea Tata AeA Aq FF | s, 0. K,, 26 notes 
2, ae aa am fat qax Te | ear arg Bees TS fare ANT | 
fitage Few Maat | aa Bags IM ZW Il M. A., (43) 
3, aq a ala waet | g ate aie weet I 
q ete eS tad | dad AeA Aaa Il B.N., UI (11) 
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“Why do you feel so dispirited. Take heart, O Lord! 
Where could Sita go? Just look for her.”2 


The verse is a neat example of the pathetic sentiment. The whole situation and 
the surroundings (in the wilderness) aid and heighten the emotion that flows through 
the lines, 


(d) O friend! once there was atime when the palaash tree was in full bloom and a pleasant 
breeze was blowing there, 
On one side bees were humming and on the other the darling of Nand was playing on 
his flute, 
Gods were pleased on hearing its notes and the sight was indescribable. 
The season was pleasant at that time but now it has become painful.® 


The verse suggests the intensity of the emotion of separation. The same 
surroundings which presented a bracing sight have grown dreary and dismal in separation. 
By a simple presentation of facts and phenomena blended into a vivid impression, the 
poet has stirred the heart in his usual Suggestive manner through another simple 
expression: Then the season was pleasant ; now it is painful. 1g 


(e) All the trees of Braj are in blossom, Blossoming creepers have entwined them. 
Lotuses are blooming in ponds. Their charm has reached its climax. 
Parrots and cukoos have fascinated the mind but without the lover being near they do not 
appeal to their heart. 
The hard-hearted one has spent his time with slave gitls. He has not experienced the pangs 
of love and the pain of separation.? 


In this verse, by the presentation of nature as back-ground that stirs up amorous 
feelings, the erotic sentiment has been aroused and the intriguing nature of the situation 
has added a sting (Daassi ke sang rahyo) to the pangs of separation, 


(f) I accompanied neither Ravan nor Mahiravao, neither Manu nor Nal, in their last journey to 
the other world ; 
Nor did I go with Bhoj, the monarch of Delhi and Kauravas, not even with the mighty 
monarch of the Raghav race (i.e., Rama). 
Up till now L have accompanied nobody, I tell the truth swearing by all those who have 
destroyed the hoards of sins, 


1, aq At giz) q sig at lya ae a rat saz || 
7 a TH GW ya Ge ag | a aE ser fee ata aati Re A, ( 367) 
2, TH at w feas gl ah ae asa qe 8 gaare | 


WH Ta F zt wt F at — dzma ARTE || 
Va wat gf & gdea a sf A aap qt ae I) 
qq = au Gaet Ft Ra saz me we Tae II K. A., (869) 


‘ Ea ot fant fa & am gfe a faa aed) 
Bt Te a MRA Ge a ame a afte y 
4a asat ge ga aita a ga da far a Gale II 
are & af wat ate et efaeat a Aat afar a TATE II KK. A., (914) 
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Wake up O callous beast! I did not accompany anybody to the other world nor flinch: 
from my position,’ ; 
The verse is an illustration of emotion from objective reality. Material prosperity 
and worldly might are of no avail when the hour of judgement comes ; hence the 
urgency of waking up betimes to spiritual reality. By describing the sorry fate of even the 
mightiest of the mighty, the poet createsa sense of void and resignation as a necessary 
consequence. 


2. Alankar Dhwani 

(a) In verse No. 166, Chandi Charitra I, the figure Asangati predominates, Chandi 
herself is not the Ashraya (subject) but the poet is the Ashraya. Chandi has been relegated 
to the position of stimulus. The quaking of the Meru mountain etc., is the excitant. 
Everywhere the figures are suggestive of the theme as well as of the emotion. The two 
have been neatly blended together. 

3 (5) Inthe last two lines of verse No. 101° of Chandi Charitra I, the theme has been 
suggested by the figure, illustration (drishtant). It suggests the destruction of the 
enemies, The fury of blood-shot eyes has appeared in its full force through the illustration 
of submarine fire (barvana/). 

(c) In the last three lines of verse No. 108* of Chandi Charitra J, the theme has been 
suggested by the figures of conjecture (utpreksha) which reflect the magnitude and the 
destructive nature of the battle. 

(d) Verse No. 111° of Chandi Charitra I, isan example of depiction of the theme: 


1, waa & alewa * wae aa % aad a Aa 7s Il 
aia fectoa at ca & al ara zat casa acl FF Il 
ai act aa at ad te % ara set BI Bya Tat As Il 
aa t 3a waa neg we % din wat a geil SF il vA, (402) 
2, He afeasit gets git gar fea yee waa art Il 
alia giant fae ascte ala # aga ugat aa A wa art Il 
fasta west a a4 g tA seat af can famed II 
aaa S aft se a a sal set fei ant il Ch.7Ch. I, (168) 
3. ame ufaat sq aq a aa de wde atl wear i 
at fing giest ga at af % gia gle ata ag gata | 
faq gaa aél agama fas afa a scat fae a aaa | 
ag gt vest tq aay at fag ga emed sl AMT Ml cu. chs, (01) 
4. aq as wm # ws Fe g A Agina Ba Hat Il 
a dae da we at aa afy ata aa eat i 
GK at wR st aa a sia BF Bat seat a Zeit I 
wow ost fama a a Hal ABH & ate Bal il ch.ch. T, (108) 


5. q2 ge dt aa gt ee A qa as t ea az AE I 
args ge at we at aa faq nie we ate ame 


at aa ate ave a aaa sir g as faq ae il 
GMA Td BF mq ww aq we fda Fs Be Wenn 1 ayy 
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through alankars. The poet while describing the battle-scene, has made use ofa simile to 
Suggest that Girjja Bhawani was matchless in the battle-field, 


(e) Beggars had no more desire for riches. Charities flowed in gold-stream, 
If one came for begging a single object, he returned home with twenty? 


Here the figures ‘contradiction’, ‘exaggeration’ and erraptuning (praharshan) haye 
combined to bring into relief the heroic sentiment of charitableness, Therefore, we have 
the depiction of a sentiment through an alankar. 


(f) No sooner did Hari (Nihkalanki Avtar) arrive than he smashed millions of horses, elephants and 
chariots in the king’s army, 
At places, harness and accoutrement were lying fallen. At other places monarchs had fallen and 
steeds of good breed had bolted off and were wandering and neighing. 
Elsewhere crowns, elephants and bows were lying on the battle-field and warriors were fighting 
grasping one another’s locks and tearing them off.? 
The arrows of Kalki were flying like wind and piercing the enemy who appeared like clouds. 


In this verse the figures are suggestive of the heroic sentiment. The factual depiction 
itself points toa heroic deed. The similes ‘Pawan samaan? and ‘Ari baadal se’ have 
heightened the effect, 


(g) Being filled with shame, enemy-kings have fled to all the four quarters. They never came back 
to give a siege. 
Gallant warriors with bows and Swords, clubs and spears, have on them the drunkenness of 
battle. They are all hilarious and irritated. 
True to their salt and sensible, the gallants with arms reaching their knees, were bound by 
their word and so they never turned back. 


They fell on the battle-field, acquired fame and in this way by giving battle to Hari they crossed 
the ocean of existence.* 


This verse is a superb example of the heroic sentiment. The figure is ‘Indirect 
description’ (Aprastut-prashansha) and it is present both in the first and the fourth lines. 
The second and the third lines contain a factual description. The action is swift, 
breath-taking and decisive. The sentiment is heroic and its charm is reared and heightened 
by the first and the fourth lines through the figures of Aprastut-prashansha. 


(h) To others they would say ‘Give away and enjoy your riches’ ; 
But when it comes to themselves they would take care to eat their surplus of cooked daal. 
They are extremely fraudulent people and they carry their frauds with them wherever 
they go. 
They would rob people in the open bazar in broad-day-light. 
They would not part with their kauri that they have in hand. But they would go abegging 
for every single kauri that would go to increase their store, 


They would not hesitate to make love advances even to their own daughters, 
Are they the nestling of greed or are they Attachment personified ? 


1, R.A. (182) 2, N.A,, (388) ee 3. N, A. (395) re 
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Are they a brood of miserliness or are they paupery Incarnate, who knows ?! — 


The verse is an example of the sentiment of abomination. Hypocrisy and fraud,. 
greed and miserliness, lust and beggarliness, have all combined to create deep feelings of 
disgust. The figure Sandeh in the fourth line presents the pictures of a disintegrated 
personality which eludes the grasp of the artist and has thereby added to the feelings of 
disgust. 3 
(i) The month when fierce winds blew and cyclones and dust-storms raged, 

And the heat of the sun was irksome, was all the same pleasant, 
For we sported with Krisana in the cool splashing water of river, 
At that time the season was pleasant, now it is painful.* 


The verse is an example of Vipralambh Shringar suggested by the contrast in the 
setting in the absence of Krishna. The refrain of the fourth line brings it into vivid relief. 
“Toun samai sukh daik thi rit”, etc. The figure is antithesis and serves to aggravate an 
unbearable environmental situation into mental agony. 


3. Bhav Dhwani 


(a) O friend! in the month of Jeth, we sported on the river banks and our hearts were ever 
exhilarated. 


We had all applied sandal pastes on our persons and the earth was besprinkled with rose-water. 
Our clothes were well scented and the splendour of the scene was indescribable. 
These moments were pleasant but now the time has become painful in Syama’s separation.* 


This verse is an illustration of the erotic sentiment, arising out of the separation 
of the lover and the beloved. The month of Jeth, sandal-paste, rose-water, perfumes— 
allare there. But the central figure Syam is not to be found. These lines, therefore, 
describe the changed mood of the beloved in the absence of the human touch which has 
imparted loveliness and hilarity to the surroundings. The emotion of the feeling of pleasure 
is changed into one of feeling of pain. 


(6) When a paralysing smiting action was resorted to, all the warriors left their weapons and 
took to their heels. 


L. aia St Fed Gert gH ae aa omy fed H ait ara a faenie F 
as goat misa at fac fat fra a a ava at azar aan Fy 
aa a a atel za ater *ral Hid Gaal % sea arar at fanan ¥ 1 
aaa 7 4 fe Anas AT = Qf aha % 3a aa aligran = Iie. Ch. 266 (112). 

Wa se ad fie weet wR agar yx sete iI 
aoa fe aa at g Wl ganze daa at 
waa & a1 ae eH wat daw wee ay gare | 
qa Ha ga wes a fa smsat mfe ut SaaTe II K. A., (871) 


bo 


2, Ss an aa a al gH Gea faa gaa aes 
adaq at aa aia ay @ aerate a) aed fet) 
arg gia well saat at al gar aedt adt are i 
ata aa gaqiet Yl ge Bset aa fear SATE II K., A,, (870) 
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Throwing their weapons and putting off their armours, they fled as one man and never once 
thundered. 


In such a situation the majestic Kalki incarnation heaped up all the weapons of warfare and 
stood resplendent beside them, 


The earth, the skies, the nether regions, were all taken aback, Gods and demons were both 
ashamed by His excelling splendour. 

The first two lines of this verse verge on the sentiment of fear. The next two 
lines are an illustration of the sentiment of wonder hinging on the cosmic majesty of 
Lord Kalki pervading all the three worlds. Here the sentiment is a consummation of the 
emotion of awe suggested by the imposing majesty of the deity, 

(c) Demons are falling in the battle and demons’ infants are scurrying about, 
Casting their loyalty to the winds warriors are fleeting for their life, 
Trunks with mutilated limbs are going up like a blinding storm. 
| Each and every mighty warrior when struck with an arrow falls on the battle-ground,? 
, This verse depicts the horror of the battle. The main sentiment here is the 
sentiment of fear which by contrast Suggests the counter-sentiment of heroism. The 


last two lines are an illustration of the sentiment of abomination which in its turn is 
suggestive of fear. , 


(d) The verse 2492? of the Krisanavrar is an illustration of a subtle combination of 
the pacific and the heroic sentiments. The heroic sentiment is suggested by the expression 
“Chitta men juddh vichaare’’ and metaphors in ‘“Jasu naav chare bhav saagar taare”, Th 
predominant idea is that of the pacific sentiment which is generated by such si - 
expressions as ““Dhanya jiyo tih ko jag men”, “deh anitta na nitta rahe” and ieousiatne and 
consummated by a series of vivid metaphors in the third and fourth lines whee 
_ courage is the abode of the self-resigned, intellect is the lamp that lights the heart and 
self-knowledge is the broom that sweeps the filth of self-diffidence. 


As shown above there is a spattering of instances of Suggestiveness in the poetry of 


the Dasam Granth. If suggestiveness is the merit of : 
good poetry, the 
Granth more than amply stands the test, poo poetry of this 


1. AR wt fadan a4 aa sige ek al az aati 
a gam sax aafe gue A ag ut ah me 
a asl Aaa set ale aaa ai sz wia farsr 
YA Sa TAK eet at a ata ate ata aT a. (398) 
fa sgt ow om osmgt fad 1 
ama 0 fasramt «oat wa oom Owe 
wt te weet 
wit am at tite TI eT | R. A., (791) 
3, wa sist fe a a1 ga a eR fea 8 gy Aah 
qeosft a fre & ay ae <8 wane ath 
aN MH TE Fe at gig atan fas sain?) 


ar 


torafe aed mag oe OR aT aaa BEM Ml x. a, (2499) 


to 
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(d) ALANKARS 


Human nature has an instinctive love for beauty, It is ever attracted by beauty 
The poet is, however, so affected by it that he wants to communicate it to others 
He wants to express his aesthetic experience in such a way that other people may 
also experience it, emotionally and imaginatively. His expression must, therefore, 
be beautiful. In order to makehis expressions beautiful he resorts to figures 
of speech. The function of alankar, according to Mahimabhatta’, is to heighten 
the effect of poetry. It is to aid the poet to say more pointedly whether the poet exalts 
or does the opposite. Alankar is to help him. Masters of poetics in Sanskrit have attached 
great importance to figures of speech, and have regarded them as an essential part of 
poetry. Acharya Dandi? has laid down in his Kavyadarsh that figures are those attributes 
which enhance the beauty of poetry. Jayadev' has gone a stepfurther. According to 
him “Poetry without embellishment is just like fire without heat.” If figures are, like the 
heat of fire, so important, they must be accepted as the life-breath of poetry. The 
Agnipuran also accepts figures of speech as an element of poetry, which enhance 
sentiment and the enjoyment thereof. It is said in Agnipuran* that Saraswati without 
embellishment is just like a widow, while a piece of embellished composition is like a 
woman who enjoys her conjugal bliss and is proud of it.2 Bhamaha® says that even the 
beautiful face of a woman does not show itself to advantage without ornaments. 


Figures, full of sense and sound, enrich the beauty of the damsel that is poetry. 
In poetry, figures give an edge to the impression that it communicates. Poetry charged 
with the powers of words and full of embellishment is certainly more impressive than an 
ordinary composition. According to Ram Chandra Shukla’, ‘Alankar is the name of a 
device which contributes to the intensity of the realisation of the beauty, merits and actions 
of things and the superbness of emotions’, In reality, when a poet is not fully satisfied 
with the communication of beauty in various ways, he expresses the enthusiam and ardour 
of his heart through a figure. He explores the whole creation in order to lend beauty to 
the exposilion of his themes through similes, conjectures, metaphors, etc. He finds in the 


- soothing beams of the moon the coolness of the beautiful face. In the eyes of fawns, 


he recognises the innocence of the eyes of his beloved, and in the slow gait of a drunken 
tusker he finds the resemblance of his beloved’s graceful movement. Owing to the 
eternal association of nature and man, the poet seeks out his similes of beauty in the 
vast field of nature. Thus the poet creates a. likeness between the sentient and the 
innsetient, between man and nature, and things of nature acquire a peculiar significance by 
becoming the standards of comparison. 


faalenaraeareai wera Sal a SIGTEtGE aaa PAAR aaa Wi—v. Raghvan : 8, C. A. 8., 89 
HISAR AARP Ae GUTTA Il_Kavyadarsh 2, 1 
sella i lea Tezlaaacisal \ sat q aaa Alas Usa Hal ll—Tayadev : Chandralok 


Hindi Kavya Men Prakriti-Chitrap, 54 

maraeretea ATTA BWA |l—Agnipuran 6. a ardatafey ¢ fafa « afeargar, ]Bhamahe 

wat ar seat feara siz aezit % 9, au ah fen a ahs dea saua sak Hah al aera 
ata art afra ar ata arian F 1a. x.p.c, 5s 


io - 
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In the field of poetry, a witty utterance contributing to the éxcellence of emotion, 
sentiment, form or embellishment is called a figure. Figures are the exterior form or raiment 
of poetry, while sentiments or emotions constitute its soul. Just as the body is inert without 
the soul, so poetry is lifeless without sentiment, Figures, however, help in the realisation of 
sentiment and emotion. 


According to Keshav, a woman as well as poetry cannot shine to advantage without 
ornamentation.’ Behari, however, disapproves of the use of ornamentation saying that 
ornaments are just like rust ona mirror: In this connection it has to be observed that 
ornaments when they are out of place, no doubt, contribute to ugliness instead of increasing 
beauty and are a burden to the body. A woman has a natural beauty even without 
ornaments. Similarly figures of speech add to beauty if they are appropriate ; but if, they 
are employed for their own sake, they become a burden to poetry. The emotional beauty 
of poetry, however, remains intact even without the employment of embellishment. Thus 
figures of speech are accidental attributes of poetry. Good poetry can be composed even 
Without figures. But an utterance, though full of figures, would be mere versification, 
if it lacks sentiment. 


Our aim, now, is to examine the figures of speech of the Dasam Granth to see how 
far they have been used successfully in it. 


Shabda Alankar 


First of all we shall consider the figures pertaining to sound. Firstly, sound-figures 
create musical effects. They lend music and flow to the rhythm of the line. Ina long line 
alliteration helps to create balance. In an emotional expression or action, alliteration carries 
the effect to climax. Secondly, besides lending music, alliteration deepens the meaning of 
the verse or makes it more pointed or impressive, Thirdly, alliteration gives, though 
not often, a striking turn to an idea when it moves from one rhythm to another. 


Guru Gobind Singh has a good ear for the verbal music, the appropriateness of 
sound to suggest the meaning and sentiment. It is really a marvel of sound-effect that he 
produces with utmost ease. Colour, smell, sound, and touch, we areable to directly 
realise in his verse. 


Guru Gobind Singh was a great master of words ; surely the delicate and charming 
effects were easy of achievement for him when they were needed. He discovered the sound- 
eflects required for raudra and bibhatsa rasas. 


Sound-effects also count for rasa: the first effect a verse produces on its mere 
reading or hearing, holds the mind to the end. Even the jingle in the sounds or the clash 
of words is welcome for the rasa to be suggested. Similar sound-groups do not do 
violence to the sense: rather they sometimes add to the charm of the diction, The 

poet simply delights in such innocent assonances, 


1. TIT faa a FRITS, atzA, ataat faa \|—Keshav : Kavipriya 
2 ta A a Bihari 
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Alliterations preponderate in the Dasam Granth. All the varieties of alliteration 
discovered by critics so far have been employed in this book. Here are a few examples 
of alliteration : 


(a) Chhekanupras (Single Alliteration). Words which are closely connected in a 
sentence begin with the same letter, ¢. g., 
Kudrat Kamaal Raajak Raheem.’ | 
In this verse = and z are used twice to enhance the flow in the reading of the verse, 
Trin-nin teeram. Brin-nin beeram. 
Dhran-nan dhaalam. Jran-nan jwaalam.* 
Here again the letters 7, 4,2 and @ are used twice to produce sound-effects which 
count for the relish of Rasa. 


Chaavadi chinkram. Daakanee dinkaram.? 
In this verse a and = are each used twice for the same purpose. 


(b) Vrittyanupras (Harmonious alliteration), It occurs when a single consonant 
is repeated once or more than once or when many consonants occur once again but not in 
the same order or when many consonants occur more than once and in the same order. 
The varieties of the Vrittyanupras and the examples thereof in the Dasam Granth are : 


(i) Upnagarika or Vaidharvi Lalit, (Suggestive of Madhurya guna). This style 
is used in the expression of Shringar, Hasya and Karuna sentiments. Letters 
of lingual class are to be avoided, e. g., 
Bisunaath Biswambhar Bednaath Baalaakat Bajeegar Baandhaari Bandhan bataaiye.* 
Meen heen keene chheen leene hain bidhup roop chitta ke churaaibe kau choran samaan hai.5 
Tarbhar par sar. Nirkhat sur nar. Harpur pur sar. Nirkhat bar nar.® 
Phooli rahe sar saaras sundar sobh samooh badhi adhikaa-ae.’ 


(ii) Parusha or Gaudi (Suggestive of Oja guna). It consists in the use of letters of 
lingual class and conjuncts and double consonants. This style indicates Vir, 
Raudra and Bhayanak sentiments, ¢. g., 


Khag khand bihandam khaldal khandam atiran mandam barbandam.* 
As tutte ghane tutte sasatra anek. Je jutte katte sabai reh gayo bhoepat ek,* 


1 Ea BAA WAG Ela || A. U., (269) 
9. faufam at faim at 1 SMUT Tet 1) AMAT Sa AI R. A, (633) 
9. arael Frat eraut feax R. A., (422) 
‘ fagara facut aearr meat astiatt arava gaa sagt) a. pv. a2; 
5 {la Ga Ha Ha aia & far ec faa H BUST at aaa Se) p.cn.19, (8) 
6. qT Ge at || faust BLA eT MR ALi waa WaT ll oR. AL, (45H) 
‘ Fat Ml a gat ate ane ata alae 
8, a ate fade aaca Ge alam Ae Fae | B.N., 1 (2) 
9, Haze Ge da ge Fat Bez | 

H oF aa wat ya TF Il N. A, (876) 


Digitized by Panjab Digital Library | www.panjabdigilib. org 


C—O 


ART VALUE 253 


(iit) Komala or Panchali (Suggestive of Prasad guna). It consists in the use of 


letters other than those intended for Madhurya and Oja gunas, This style is 
useful for expressing Shringar, Shant and Adbhut sentiments, e.g., 


Jeev jite jal mai thal mai pal hee pal mai sabh thaap thapain-ge. 


Chhatradhaari chhatrapati chhailroop chhitinath chhounikar chaa-i-aabar chhatripat gaa-i-ye.* 


Of the Vrittyanupras all the varieties have been aptly employed. The poet has 
resorted to these varieties in order to achieve the consummation of different sentiments, 
(c) Latanupras. This is a repetition of words inthe same sense but in a different as 
application, e.g,, 
Akhand khand khand kai Adand dand dand hain. 
Ajeet jeet jeet kat basekh raaj mand hain® 
Sudhoom dhoom dhoom hee karat sain bhoom hee.* 


There is no dearth of examples of this kind of a 


(dq) Veepsa. It consists in the re 
of regard, wonder, curiosity, felicity of e 


lliteration in the Dasam Granth. 


petition of the same words for showing abundance 
motions and emphasis, .8.. 


Sumati Mahaarikh Raghbhar, Dundab baajat dar dar. 

Jag kee aisee dhun ghay ghar. Poor rahee dhun sur pur.§ 

Puni Benraaj Mahesh bhayo. Jin dand kachoo te naa layo. 

Jeea bhaant bhaant sukhee naraa. At; garab sab chhut ur dhaaraa-* 
Been beeni barai barangan daari daari phulel.’ 


__- _. . ¢ ts OE en <= 


The words dar, ghar, bhaant have been repeated tos 
‘emotions. The words been and daari are each one repeated because of the pleasure the 
heavenly maidens feel at the sight of brave warriors arranged in the battle-field. 


(e€) Shrutyanupras. This is repeated utterance of a single 
4 common vocal box.e. g., 


how emphasis and felicity of 


sound springing from 
Ghataa Saavanam jaan Siamam suhaayam. 
Manee neel nagiyam lakham sees niaayam.® 


In this verse the letters ¥, 9, and w are repeated four, three and two times 


, aa fat wat H yt FH qa dt qa a@ aa TT TW AU 
2. aan slate gaeq feaars stellar sreanaz SATA TET og. B, as) 
4 wee Ge Ge Smee dz dz F 
aad dla dla & aaa ust #2 & i R, A., (40) 
4 Gia a4 4H ét aa aa o> ha et I Ch. A., 8. A., (51) 
a gata native RN Seo atafe ez oaty 
1 tf FH yA RM AT KR wo ga a T Il R. A., (703) 
A git tare RT I fH ef ae oa Ff wath 
sts aft ata get awn aff ma aa SF HK FT BA, (Ben Raho, 20) 
ia  aAfa at Tq = art arf Fale il Ch. Ch., II (74) 
. at aaui am an gerd || aul ale and aa Aa Aare || B. N.L., (59) 
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respectively. These letters are all dental. The use of such Jetters in sequence imparts force 
and sweetness to the composition. 


(f) Antyanupras (Final alliteration). In the Dasam Granth there are almost all 
the types of Antyanupras experimented successfully in over eighteen thousand verses of all 
the works taken together. But there is in evidence a special preference for Sarvantyanupras. 
Here are some examples : 


(1) Sarvantyanupras : 
Gwaar ke haath pai haath dharai Hari Syam kahai taru ke taru thaadhe. 
Paat ke paat dharae peeyoro ur dekh jisat ati aanand baadhe. 
Taa chhabi kee ati hee upamaa kabi jiu chun lee tis ko chun kaadhe, 
Maanhu paavas kee rut mai chapalaa chamki ghan saawan gaadhe." 


All the Swaiyas are illustrations of this kind. In descriptions this form finds a proper 
place. The poet takes delight in innocent assonances. 
(ii) Samaantyanupras : 


Indraan Indra. Balaan Baal. 
Rankaan Rank. Kalaan Kaal.? 


In this verse the Anupras is at the end of the second and fourth charans. 
(iii) Vishamantyanupras : 
Dundabh tabai-bajaaee. Aa-ae jo Mathura nikti. 
Taa chhabi ko nirkhaaee. Harakh bhayo harikhaa-eke? 


In this verse the Amupras is at the end of the first pause of each line. All the Sorthas 
are examples of Vishamantyanupras. 


(iv) Sam-vishamantyanupras : 
Tumree prabhaa tumai bani aa-ee. Aouran te nahi jaat bataa-ee. 
Tumree kriaa tum hee prabh jaano. Odch neech kas sakat bakhaano.* 
Gun gan udaar. Mahimaa sen 
Aasan abhang. Upamau anang.® 


oy Saergra—ae & qr Goa at eh wa a ae S ae ae 
qe a gz at faa x eq fea af ade az ii 
a ofa at aia ef saa ata fas ga at faa at ga aI 


-- 
. 


wag Waa st tt H Awa zat! ga aaa ati K. A., (318) 
2. FARTS Ss1aez T aeaaael i 
CHlAL \| HAHA iI Tap, (60) 
3, faaAraaTa— Sau aa ase Be a Hye fase | 
at ala si favare eta wal eiteres || K. A, (28) 
4. Balzqaratssra— 
aqal var gu afa are oi wea a adt ara ame 
gat fae an él qu art l| 3a dla ae aaa aati B.N., IL (6) | 
F TA TA 32 Il AeA osaR ol 
aaa sin «ll sal aan iI Jap, (87) 
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In these verses the Anupras is at the end of the first and second, and third and fourth 
lines. All the Chaupais are examples of this kind. 


Another form of verse in this category is Bhinna Tukaant which corresponds to 
blank verse in English. In blank verse there is no final alliteration. In the Dasam Granth 
there are examples of this—an attempt rare in Hindi literature but first in Panjabi 
literature, e.g., 


Jutte beer Jujjhare dhaggan vajjee-aan. 
Bajjae naad karaarae dalaa musaahdaa. 
Lujjhae karanyare sanghar soorme. 
Vutthe jaanu daraare ghaneear kaibari. 


In this verse each line ends with a different letter or syllable. The whole of the 
Chandi-di-Var which is in Sirkhandi metre, and verses in Anant Tuka Bhujang Prayat and 
Anant Tuka Swaiya metres of the Dasam Granth are in blank verse. 

(g) Naad-saundarya (Onomatopoeia) is an arrangement of words and sounds in 
poetry which seems to suggest the object, the scene or the incident. The sounds suggest the 
sense, For instance, 


Damaa dam dauroo sitaa sait chhattram. 

FHaa haa hooh heasam jhamaa jhamm attram. 
Mahaaghor sabdam bajai sankh aisam. 
Pralaikaal ke kaal ki jwaal jaisam.? 


Trir-rir teeram. Brir-rir beeram. 
Dhrir-rir dholam. Brir-riy bolam.3 


Kara kari kripaana-um juta jutee juaanium. 
Subeer jaagradam jage laraak laagardam page.‘ 


In these verses the onomatopoeia has rendered the style suggestive and picturesque. 


(h) Yamak is a repetition of more syllables than one in the same order but in a 
different sense. The employment of Yamak is found in many places in the Dasam Granth 


1. fara Gara 

g2t ae ogsat oma aster |) 

ast ae Ut sar Beret iI 

qt pmmt dx gay 

qed WO St ater Fak 1 R, A. (476) 
4 earee ose fear aa gar I 

elel f@ a WA wR Baa II 

nea was gH Gq ot 


Hedaya a a Ma Fa I B. N., I (18) 
‘, fagfesit ol fasttsatt ni festts Fat fretts Fei 1 N. A., (410) 
" Fel Bet Peay || S21 GAY Gare 1) 
Sak Ast AT || ase aTSs aT | Ch. Oh., IE (175) 
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but with restraint. Sometimes its application is very apt and impressive. Here are some 


examples : 
Chat pat sainam khatpat bhaaje. 
Jhat pat jujhyo lakh ran raaje. 
Satpat bhaaje atpat sooram. 
Jhatpat bisri ghatpat hooram.' 


Nates sang kai da-ae. Prabeen been ke la-ae. 


Sanaddha baddh hui chale. Subeer beerhaa bhale.* 


Gahi baan kripaan bikhai na dario. 
Ris so ran-chitra bachitra kavio.* 
(i) Slesh (Paranomasia) is the expression of more than one meaning by words. 


naturally bearing one signification. It, more appropriately, comes under figures of sense. 
It is very effective in gnomic utterances, ©. 8. 
(i) Kaachhan ek tahaa mil gaee so-aa chook pukarat bhaee. ; 
Ja so.ve so mool gwaa-ve jo jaage Hari hridai basaavai.* 

In this verse a vegetable-selling woman hawks for so-aa chook ( aa qa). These 
words reached the ear of Dattatreya who took its meaning as “He who sleeps, loses” 
whereas the vegetable-hawker meant only the two kinds of vegetables so-aa and chook. 

In this verse the expression so-aachook has more than one meaning though the 
word naturally bears one signification. 

(ii) Madira kar matta maha bhabhkam. Ban main mano baagh bach-cha babkam.® 

In this verse there is a s/esh in the word kari (#f%) which means (a) having been made 
(b) elephant. 


(iii) Taa-tee gahu Aatam basikar kee bhichhaa naam adhaaram. 
Baaje param taar tatu Hari ko upjat rag rasaaram.” 


There is a s/esh in the word rag (1) which means both love and colour. 


1. qaye au meq HIT II 
we 0 Se MMT II 
edz as seqz At 
weq2 fae qaqa at Il R. A,, (624), 
y aa an % el wala aa % aT II 
| Qag FS FE Aa ll Ba Aer Wet || R. A., (187) 
E ne am fem fea a afer 
fia ay wm fa aha aha N, A,, (470) 
’ ara 0b aat faa az || Hat FH Gt FEI 
7 a at a we ant at am eft fee aarti ch 
Noenrt, eesnsenenensnnaceeneatiseceonanecccnen coaneaeteneanaceenoneesems pg (pig 
6. wat] a AA BZl wat il aa HF Hal aa aal Fay | B, N,, I (53) 
at 7 san ae Rm FT Fe AA Aan Il 
a RA oat oag oat a we wR gnaw, @ 
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(tv) Maanjaar th than ik aa-yo tum ko haeri adhik dar paa-yo.* 
In this verse the word maanjaar (aiatx) has two meanin gs : a male cat and my friend. 
In reply to a query made by her husband Gautam Rishi, when he suspected some body to 
have come to her in his absence, she used the word maanjaar which had two meanings 
and conveyed one to her and the other to him though naturally it bore one signification 
for him and for her. Here, in fact, the word maanjaar (aIatt( bears the meaning of male 
cat when it is pronounced as a whole and bears the second meaning when it is spoken 
separately as maan jaar (ai aR) i.e., my friend. Such use of a word is a kind of sles alankar 
(double entendre)} and is called abhang slesh according to Vishwa Nath and gudhotar 
according to Bhai Kahan Singh. ** 
| (i) Bhashachitra or Bhasha-samyak. We also find in the Dasam Granth a com posi- 
tion of the type of Bhashachitra which contains expressions of different dialects and 
languages, e.¢., 


Gaaje mahaan soor ghummee ranam hoor bharmee nabhan poor bekham anoopam... Dingal 
Vale valla saan-ee jeevee jugeaan taanee tainde gholee jaan-ee alaveet aise. Pekan Paagee 
Lago laar thaane baro raaj mahane kaho a-our kane hathee chhaad thesae. * atagaee Sindhi. 
Baro aan moko bhajo aan toko chalo devloko tajobeg Lanka, vcominade 


Bhashachitra is introduced probably for intellectual] delight of the reader. 


Artha Alankar 


Arthalankars are figures of sense, In the Dasam Grar 

, wth we have traced nearl 
dozen kinds and sub-kinds of Arthalankars from the simple or concrete to the most Bice 
The number of these Alankars may be even more. : The figures traced are: a 


Upama*, Malopama*, Luptopima®, Roopak’, Saangroopak®, Sandeh*, Ullekh", Utpreb ha® 
Gamyotpreksha*®, Atishayokti!, Asambandhatisha yokti!!, Roupkatishayohne Cha iat 
shayokti®, Tulyayogita“, Karakdeepak", Arthavriti-dee pak", Prativastoopama’™ Dri he 
tant, Vyatirek™, Parikar®, Arthaslesh®, Aprastut Prashansha®, Vinobri% Viradhabheet 
Virodh®, Vibhavana™, Visheshokti?’, Anvonya™, Vishesh®, Ekavals®, Anvrain® Bileyayaie 


‘aie ge ti ee art ga a RR ais a gat 


eee 


P. Ch,, 115, (7) 


fst met at gat owl og at ad ge ag wag) 
Tei aed AE AA gai are Ge ate ae Sarda Be |) 

a A ard Rt UT ad tel HK BA el are Fa) 

Tt MA A Vat Bra aiat Aa Za alat aat Aa dary) R. A., (107) 


1, Ch. Ch., I, (60) ; Ch. V., (39) 2. Ch. Ch., I, (146); K.A,, (709) ; A. U., (264) ; P. Ch., 183 (6) 3. K. a (677 
(395) ; BR. A,, (277). 5, Sh, He, (2). 6. R. A., (115, 172) 5 A. U,, (19, 260); N. A., (575). 7. A. UL, (15 54 5 56 57 : a 
(172, 253) ; Ky A., (848, 1269, 1276), 8. Ch. Ch. I, (62,92, 101, 108, 156, 157 218); N, A., (23, 38) 390 sot ae 2 eee 
169, 361, 609) ; K. A., (677, 1885, 2414) ; #. Ch., I, (40), 9. Ch. V,, (25, 42). Lo. Oh. Ch. I, (41,147) K A 391 = rans 
162, 322); N.A., (39, 43, 97, 408) ; Ch. V., °15); Ch. Ch,, I, (49. 156). 11, B.A. Aj Raja (25). 12 , Ch és, I ‘any oe ee 
13; B. A. Aj Raja (25); K. A., (729). 14. N. A. (156); K. A., (332, $33); R. a, (149), 1a, NW. A. (156) : K pes Bis Baie! 
R. A., (149). 15. Nv A., (893, 305) 5 R.A. (916). 16. N. 4, (382), 17. N, A., (307, 863). 18. K. A (398), “s ph pay, 
20, RB, A., (660, 867). 21. B.N., 1 (58). 22. N. A&., (895), 23. A. U. (60) ; R.A. (959) + WK: A (873) ‘ 34 i BoB (87); 
Q. P. (32) ; Sh. H.,.(7) ; A. UL, (18)) s KA, (1583) 25, N. A., (805); R. A., (169, B59) 5 IK. A. (871), | 26, Oh. V a ae a) 
(24) ; K.A., (1583) ; N..A., (113). 2°. %, A,, (848). 29, Ch. V., (2-iii). 30. Ch. Ch., T, (42). 31. K. A. (1554) 32 ae sa ee 
| / 3 ° * #as , ’ > oe 


tS. D.K., 196 
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Vikalpa®, Pratyaneek™, Prateep*, Samanya™, Prashnottar”, Bhavik®, Atyukti™, 
Vishadan®, Mithyadhyavasit™, Poorvaroop", Anugya™, Goodhottar™, Vivritokti®, Yuki, 
Avritideepak”, Nirukti®®, Pratigya®, Anupalabdhi®, Udatta™, Ratnavali®, Vakrokti®, 
Kaku-vakrokti®!, Mudra®, Asangati®, Bhranti or Vibhram®’, Goodhokti. 

The main principles on which the figures of sense depend are similarity—real or 
imaginary, dissimilarity, hyperbole and reasoning. For practical purposes we may accept 
the fourfold principles because the number of Arthalankars is large and ever-changing and 
would defy any attempt at an accurate classification. Accordingly, the Arthalankars of the 
Dasam Granth can be correspondingly classified as (a) Upama, Utpreksha, Sandeh, 
Drishtant, Pradeep etc., (b) Virodh, Asangati, ete., (c) Atishayokti, Udatta, etc., and 
(d) Ullekha, etc. 

There is an infinite wealth of Arthalankars in the Dasam Granth. In the Jap, Sri 
Mukhbak Swaiyas and Bachitra Natak these are,however, rarely met with though they contain 
Shabdalankars in no smallnumber. The poet is a conscious artist who tries to make his 
expression as varied and rich as possible. He employs, therefore, some A/ankar or other in 
almost every verse. Upama, Utpreksha, Atishayokti, and Ullekh are more frequently used 
than others. He has a special preference for Upama and Utpreksha Alankars, which are the 
chief tests of a good poetry. Sometimes in his descriptions, particularly in Krisanavtar, there 
appears to be a super-abundance of Alankars. In only one stanza! of four lines as many as 
nine alankars viz., Atishayokti, Asangati, Tulya-yogita, Veepsa, Vrittyanupras, Antyanupras, 
Udatta, Triskar and Adhik appear. In two other stanzas* we have in each eight and six 
alankars. In these three stanzas play of flute is described in atich and varied expression. 
Elsewhere, too, his verse is richly laden with alunkars like a fruit tree in the height of season. 

The alankars are drawn from various sources not excluding literary, mythological 
or even conventional, for instance, 


It (youth) shall desert thee and wander about like a mendicant in tiger’s skin thrown over his 
shoulders.* 


Chandi trampled down her enemies as an oilman crushes oil-seeds to extract oil. 


The blood ran down in the field just as coloured water is splashed on the ground when his 
(dyer’s) clay-basin gets broken. 

The open wounds looked bright-red like lamps burning in a tower,* 

When the lamp of day was veiled, the queen of night came forth in her splendour.* 

She (Chandi) attacked him (the demon) with a spear and cut off his head even as Shivji beheaded 
Ganesh with his trident®, 


The trumpeting of elephants is like the thunder-clouds. Their white tusks are like herons flying 
in a row, 


The swords of the warriors wearing their armours flash like lightning in dark clouds.? 


The very sight of thy face has infatuated me even as the chakor birds are infatuated by the 
sight of the moon?®. 


~ <-99. Ch. Ch. I, (95). 34, b,N., X, (10). 35. K.A., (679) ; R.A., (154) 36. K. A., (538). 37, K, A. (68). 
$8. N. A., (79) ; BON., I, (20); K. A, (871). 89. G. P., (235), 40. P.Ch., 40 (14), 41. K. A., (1613). 42. Jap, (81). 43. Sh. H., (6), 
44, P. Ch. 115 ; K. A., (729). 45. Sri Mukbbak *waiya, (32). 46. P. Oh., 260 (35). 47. N.A,, (882). 48. A.U., (74). 49, IK 
A., (1187, 1613). 50, A. U., (272). 61. A. U., (63-69, 161,); R. A., (380, 382); B.A., (7, 8,12, 13), 62. N. A., (166); K. A, (331, 


$32, 3°8)- B.A., V (20); 1,.4., (171). €3. K.A,, (729) Kahan Singh calls this Alankar as Avihattha). 64. R. A,, (148). 53. BLN, 
TIT, (9). 56. N.A., ($92, 393) ;.Ch, Ch. I, (168). 57. K. A, (2032) ; Ch. V., (28-v). 58. K. A,, (729). 
1. K.A., (338); for text see appendix, page 1. 2. 


K. A., (331, 332); for text see appendix, page 1. 3. RK. A., (708) 
4. Ch. Ch., [ (156). 5. J, N., (42). §. Ch, Ch,, I (116). 7, Ch, Ch,, (62) 8, K.A. (743). 
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Whose beautiful face radiates, who so shines in her grandeur, 


Asif the moon, the deer, the lion and the parrot had all obtained all their pecuilar beauties 
from this lady’. 


Whose face resembled moon-light and whose person was extremely beautiful like gold’, 
There are some instances, however, in which the Alankars used are faulty. For 
example, 
(i) In verse No. 635 of Ramavtar® the simile used in comparing Rama’s stealing 
of hearts with a thief stealing of wealth is unedifying, 

(ii) In verse No. 194 of the Chandi Charitra I', the poetic fancy used in representing 
the spouting of blood from the Goddess’s throat at the piercing of a demon’s 
spear as fresh betel-leaf spit of a Ceylonese damsel, is not apt due to the 
unseemly mixture of heroic and erotic sentiments. 

(iii) In verse No. 384 of the Nih-Kalanki Avtar the last line isa violence to the 
Veepsa Alankar due to lack of balance with the preceding three lines. 

Saaj saaj ke sabai salaaj beer dhaavheen. 
Joojh joojh kai marain pralok lok paavheen. 
Dhaai dhaai kai hathee aghaai ghaai jhelheen. 
Pachhel paavana chalain arel beer thelheen’. 

(iv) In verse No. 155 of the Ramavtar®, the suspicion entertained by Sita about Ram 
Winning another girl by exhibition of his bravery is not appropriate to the 
character of Sita depicted in the epic and the A/ankar aimed at in this context 
is not clear. 

Another speciality noticed in the Alankars of the Dasam Granth is that they have 
been used mainly with reference to the following : 
1. Those inspiring sentiments towards personal God, gods and goddesses : 


The Tenth Guru had no faith in gods. All the same, he has employed figures far 
more effectively in the portrayal of the miraculous deeds of gods and godesses, for instance, 
(i) The distinction between a deity or a demon does not exist in the eyes of God. 
es He is omnipresent. This truth the poet has demonstrated through the figure - 
of ‘apparent contradiction’ (Virodhabhas) in verse No. 13 of the Akal Ustai’. 


1. K A., (606) 2, K.A., (678) a 
: wana HH i at are At Hy 
az wa fad aa ak fad R. A., (635) 

i aa faaa & win at aft % aa desde e Aa) 

Mz amt fie + ga Hae asa chet aia sf Aad) 

gs STA sail Ha A aff 3 ze wid ae a Aa) 

Wag ferreraye a 6A Ot q aa Ge aatal Ch. Ch., 1 (194) 
" as ais aa Bars aR seat | ER SES ae gate ate aad | 

ae Ne + eal Wate ae Maal | GHA gaat aa ata Ae Sage N As, (88) 
. vist tl NE AH tReet ona am Wh T a 

an auafa dex at fin aE aft fn TRH AT Rw. aes 
#. ‘2 faa % farm a farsara tz TAA Bt Tata aa Fa ary) iy i 
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(ii) The Vritit variety of verse No. 15 of the Akal Ustat' has made it all the more 
attractive. In this very context the Uliekh Alankar has not only made the 
apparently contradictory manifestation of God faith-inspiring but has also 
powerfully expounded His all-comprehensive form as in the Gita. 


(iii) The divine couple, Ram and Sita, is well-known as inseparable in the world, 
In stanza No, 848 of the Ramavtar®, the Guru has, by employing the Anyonya 
Alankar, beautifully portrayed their mutual indispensability, corporeal or 
spiritual. 

(iv) It is said in the Vedas that the Universe has emerged from that Sole Lord and 
it merges also in that One God. The Tenth Guru in verse No. 81 of the Japs 
has made this profound truth intelligible by the employment of the Poorvaroop 
Alankar. 


(y) The Sufis who have had medieval reputation and who regard God as the 
beloved, say, “When you love, you must have the madness of a lover? The 
lover in his craze of love is always after love, no matter whether it is weird, 
fatal or wholly revolting. How consummately has the poet of the Dasam Granth 
in verse No.6 of the Shabad Hazare* carried home this elaborate mystic 
doctrine with the aid of Anugya and Triskar Alankars |! Further the poet has 
depicted the wondrous form of God. This not only inspires faith in us but 
also gives us strength to understand Him. 


2. Those which augment the beauty of emotions : 

The second category of the Alankars which on account of their originality, give 
expression to human emotions are generally the same which are found in the compositions 
of other master-poets. Some of them are expressive of peculiar sentiments which can be 
called a personal contribution of the Tenth Guru. They are further classifiable as 
(a) conventional poeticemotions and (4) novel ideas. 

. $2 Fal te BelAC AGA se Aa ee arazar ala eT I 
ae WAL BE Sel SS GT ee HH HH TTA Bs fet Y ava at i 
ang fad gz % area fated Sf ae sel EE} se UA AT ET II 
ee YAM Bl Sata St ARIA BE HA Yaa HM Tsar wee aT Ii A. U,, (18) 
‘ waar faa Gat at at Alar fag Ae aaa I R. A., (848) 
aa ama fda Gea ame afe safe i 


» 
aan «AAAI «asa Alaa atte II 
oF ata wae BA HA ET AF II 
@a Wa Waa Waa sa sl Patt oH Jap, (81) 
5 faa fasrt q gla aiel = Feu I 
aq fag Ua wen a sea am fare = wa 
ga gual aaa fia 1 fa oasis emi 
me a aa ae aN ws alent a wari Sh. H., (6) 
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{@) (i) Inthe expression Daaman Jiu Durga Damkai in verse No. 50 of the Chandi 
Charitra I, Vrittyanupras and Luptopama have combined to produce the 
effect of the terrific speed and the destructive nature of Durga. 

(ii) The expression Chand ke juddha ke dait paraane etc., in verse No. 146 of 
Chandi Charitra I, is worthy of note. Though it is a commonplace occurrence 
that cowards are seen flying from battle, yet the flight depicted here by the 
aid of alopama is not to be found elsewhere. 

(iii) The portrayal of Ram’s glorious and fascinating appearance in verse No. 172 
of Ramaytar* could only be accomplished by the subtle use of Ullekh Alankar. 

(iv) What a beautiful all-sided picture of Durga, in verse No. §&9 of the Chandi 
Charitra P, is portrayed by the metaphorical use of hyperbole ! 

Such figures of speech may be found in the works of other poets also because they 

are poetic conventions but the twists given by the Guru at places are really remarkable. 


(6) (v) In verse No. 209 of the Datta Aviar® in the single expression of So-aa chook, how 
exquisitely have the contradictory sentiments of Shringar and Shant been 
harmonised through Slesh! Its clarification is implied in verse No. 210° on 
account of the interpretation of the Ashrai (subject). Such a perception is 
unique in poetry, 


(vi) Narayan, Kaulnaabh, Gopinath, Rikhikesh, Madhay—all these names of | 
Lord Krishna have come down to us by tradition but that these names also 
have some hidden significance becomes clear only through the Nirukti valiant 
used in verse No, 74 of the Akal Ustat’. 


i wt st fa % ga ts 8 ama fas zon ZAB con, 5.060) 
2, ued fas qa gga a fas ga a & fay oa fas gear ii 


mR t Wee R A age fa A ae uf aan 
qu a fas aq fan & fas we ge aga & fie ager 
qq Tas DE. at wa UIs. a de & Sf Fi 2a qua tl Ch, Ch., I (146) 
5. frat Ferrer ata fa Feasta ata fear all & Gala Reta = Nl 
aad & wna sada 6 aia ana & faa ata aera zl 
aaa eeaarn faa seca 3 arar aeifaanat frara Tatar & fata aara =F II 
aa Waa Ale eG gia tat Fa Wa aqae aa fauaara Zl p R.A., (172) 
4, Wa gonad aa daa faa aia fea feat aa eat faa fad 1 
ait BI aia Ga steer wart aq qe Ge fe aa Sa goa feat 
aH ae vest ta gaafa da et A a aia a hat A faa 1 
tat TA AVR SANK Gg aR Salat wa AT ae Fa sie Pa cu cn, 1 (99) 


5, alga Us aet faa qe Ul alen qt Fat He D, A, (209) 

.. at ala at wa malt un at ataft fee aera 1 D. A., (210) 
1. ARIE FS AG AH FET aH ITAA awa fq aa eg EU 
Naa st ana aa Aaah dea am % nea afag F1 
aaa HR Al HG BM BEM AM FAS Tae saga sieg F1 


me eg fea a aga a We ma gaa a ale ae weeding Fi av. ay 
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3. Those expressive of qualities and action : | 
A few Alankars of the Guru which express external gestures and peculiarities along 
with emotions, deserve separate treatment. For instance, 


(i) Inthe Kaku-Vakrokti Alankar, in verse No. 148 of the Ramavtar", the depiction 
of want of shelter and the omnipresence of Ram wherever the enemies go is 
unparalleled. The manifestation of the mental instability and contrariety of 
action seems to be the underlying motive for the use of this Alankar. 

(ii) In verse No. 395 of the Nih-kalanki Aviar*, the employment of Virodhabhas 
Alankar has served to depict simultaneously a number of actions such as heroes? 
warfare, their prowess, Lord Kalki’s inveterateness and enemies’ emancipation 
through death. To die for glory is good. But to die thinking that it lies in 
death only is not praiseworthy. Here the poet has strangely but very skilfully 
made death the cause of emancipation. 


(iii) Similarly in verse No. 162 of the Ramavtar*, Virodh Alankar depicts gratification 
of the greed of beggars by satiation. 
4. Those expressive of word-pictures or sound pictures : 
Some Alankars of the Guru are unique in the portrayal of beauty and action, 
For instance, 
(i) In verse No. 384 of the Nih-Kalanki Avtar‘ how beautifully has the Veepsa 
Alankar presented the disposition of the armies of the enemy ! 


(ii) In verse No. 62 of Chandi Charitra , in the experssion Umadiyo manu ghor 
ghamand ghataa, the Utpreksha Alankar has portrayed the aggressive form of 
the army. Here the whole secret centres in umad para. 

1. atta al aiaals aH sie we atl at se em 1 
afa aeat fate fam aiaad a set mu ara aed | 
qa at wi omy as af aa ean se saga | 

YA BTA Yale aa SS A Hel sel SH aT R. A., (148) 

2, amt we a wa we fea wa aa adi ana far 1 
afe arm fear nat wet az ga ah faa aia fer 1) 
fram gat sar gar aft Ga gt adt hfe fet | 
m a ake wat at Fek a aft & wa faq at il N. A., (395) 

3. fiegea esa a ya a Util Wa wma awa ge at | : 


batt = = * 

Uh ad AA FF BM Tes aa wt a wet 4 R. A., (162). 
Other verses of this kind are N. A., (313) ; Ch. V., (15) ; K. A., (871); ete. 
| sS _s st aS 
4, ast At % AGT A AA || WH BH at gals ale araat | 

ME TE % eat ME ME He | Gat TAA ae sta de Sal il oN, a, sy 
Bi Ya st UK wi st ate fae % ¥y ser | 

2 - cat Be 
mt ae ad wl Fa am da aa wa ga aay | 
Tet aa am fet ae ak we aa aft fasy ser | 
yy ~ a ~ ~ * a= 

qa qd a aft gaa ¢ safest arr dik ade ger Ch. Ch., I. (62) 
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(iii) How natural and unique is the spectacle of the glow of the glow-worm in 
verse No. 218 of the Chandj Charitra : in the comprehension of the sparks 
flying from the rattling of swords ! 

(iv) Battle is a heroic feat. Holi is purely a sportive festival. But how the super- 
imposition of heli on warfare in verse No. 1385 of the Krisanavtar? has made 
the spectacle impressive and astonishing | 

(vy) How the employment of the figure of doubt created by the comparison of 
the thundering bride with a lioness in verse No. 14 of the Pakhyan Charitra* 
No. 40 has helped in the depiction of the true nature of the former ! This is 
but a small instance of the ability of the poet in the use of figures of speech. 
In brief, the Alankars used in the Dasam Granth are myriad, They have been 
skilfully woven in the texture of poetry in a natural way. Theugh, at certain places, they 
portray emotions in a conventional vein, they lend beauty to the situation or action in 
the setting used. {n many places there are also new flights seen. It is said that art lies 
in the concealment of art. This is borne out by the Alankars used in the Dasam Granth. 
Thus it is clear that also from the point of view of the Alankars as well as the theories 
connected with them, the poetry of the Dasam Granth is a successful accomplishment. 


The study of these schools of thought regarding poetry does not, of course, exhaust 
the interest of poetry on the technical side. There are innumerable other matters which 
equally deserve attention. There is for instance, the metre which is a distinctive and 
fundamental characteristic of poetry as a form of art ; music, rag and raganis, and melody 
which by themselves make a profound appeal to the feeling ; language which communicates 
the peculiar character of the poet’s experience with the most penetrating vigour, the finest 
definition and the subtlest detail to the reader; diction which creates the appropriate 
emotional atmosphere ; descriptions which lend realism and diversity to a narrative - 
nature which gives an unfailing aesthetic delight to be aware of the infinite in things and 
transcending things, for to contemplate nature is to enter into the divine community of all 

being’. All such topics which are included in the technique and style will now be treated. 


1. wT wg wis wei ag gg aher w 4 aad 1 
a % faa net aaa ane gu % sak ant i 
at at aR a a ast wae dt fae & frame 1 
ag wet are a tt ae ogediaa A aaa | 
2, aa at Ge FtH WE WS aa A ain vert | 
ga Hat ee aa att sa at age gz faa |) 
ag ut ge a % sar qa an & Bax aa | 
aaa a ff a at aad || ome aan aera, 


Cb. Ch., 1. (218) 


KK. A. ()388 

3. We gt mt aH At ay am ow af sat 1 
ag % AM a Mad wa sama F fee aa fart | 
qa qifaa aa aa qt am aaa A asad | 

Tl & Ait Wat ana ae feat ae ater aati Pha ands 


4. Lascelles Abercrombie : The Art of Wordsworth, 26. 
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(e) METRE 


The place of prosody in Indian poetry is very ancient and important. The Vedas 
are regarded as the most ancient books of the world and they have been composed in verse, 
In this way, India is a pioneer in the field of prosody also. How very important prosody 
was regarded in the Vedie times is clear from the fact that prosody has been included in 
the six ancillaries (si1: subservient sciences) of Vedas—the phonetics (Shiksha), Etymology 
(Nirukta), Grammar (Vyakaran), Rituals (Kalpa), Astronomy (Jyotish) and Prosody 
(Chhand). This is but proper. In fact there is no perfect flow in poetry without prosody. 
Then again music also has an important place. It has the power to influence not only 
men but also beasts and trees. Therefore, if poetry is for life, we cannot dissociate it from 
music. In other words to ignore prosody is to lessen the fascination of poetry, for, 
prosody is a science of the rules that generate the beauty of sound and music. 


Prosody is sub-divided into two kinds, Vedic and secular (atf##). There are some 
metres which have been employed in the Vedas only, for instance, Anushtubh, Gayatri, Ushnik, 
etc., which are called Vedic metres. Metres employed in the non-Vedic literatures such 
as the Puranas, and the ornate poems (Kavya Grantha) are called secular. Secular metres 
are further sub-divided into two main categories, Matrik (arf) or Jati in which syllabic 
instants are counted, and Varnik (afars) or Vritta in which the number and order of short 
and long vowels are taken into consideration. 

In Sanskrit the sage Nag Raj Pingal has been recognised as the founder of prosody. 
Kalidas, Ganga Dass, Kidar Bhatta have done a great deal in its development. Apbhransh 
borrowed metres from Sanskrit and the same have been further borrowed by Hindi. 
Acharyas like Keshav, Bhikhari Dass, Padmakar (Ritikal) and Jaggan Nath Prasad ( Adhunik- 
kal) have greatly contributed towards the structure and propagation of metres in Hindi. 


In Hindi also the two categories Matrik and Varnik have been recognised, In 
metres like Kabbitia etc., in which only letters are counted, the conditions for the counting 
of ganas have been relaxed to facilitate the development of Hindi poetry. This is not a third 
kind of metre in Hindi, but a new form brought in the Varnik metre. 


In the initial period of Hindi literature Doha metre is found employed in the 
Apbhransh compositions of Jain saints. Later in Prithvi Raj Rasso and other bardic poems, 
Chappaiya, Deha, Tomar, Troiak, Gaha, and Arya metres prevalent at the time, have been 
employed. Kabir and other Nirgun saint poets of the Bhakti period have used the 
hackneyed Doha metre, Jayasi and other mystic poets adopted Doha, Chaupaaee metres for 
their stories. The contemporary Ashita Chhaap (=z 3a) poets of Keshav have mostly 


ee 


1. Bre: Waly A set Heise wea | 
sqiamaaa «Aa fae alae | 
Hat WM AT FS sa TAT | 
qa ainda aaah ada 
HFS TATE, TAT TATE “Aly? yaar WS Ho 2 
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composed Padas. Surdas, Nand Dass, Parmanand Dass and some others have here and 
there used Doha, Rolla, Chaupaaee, Chhappaya, Saur, and Sarsi also. 


Among the contemporaries cf Keshav, Tulsidas is the only exception, who used 
most metres before Keshav. Among Matrik metres which Tulsidas employed, are Chaupaagee 
Deha, Sortha, Chaupaiya, Dilla, T. omar, Harigeetika, Tribhangi, Chhappaya, Jhoolna and 
Sohar. Among Varnik metres he used Anushtup, Indravajra, Totak, Nagswaroopini, Bhujang 
Prayat, Malini, Rathoddhatta, Basant-Tilka. Vanshasthavilam, Shardool-Vikridit, Sragdhara, 
Kireeti, Malti, Dur-malika and Kabitta. 


Keshav has overstepped Tulsi in this field. He has surpassed his predecessors 
in the number of the use of the metres. In addition to the old ones, he has used Dhatta, 
Prajjhatika, Arilla, Padakulak, (ribhangi, Kundalya, Geetika, Madhubhar, Mohan, Vijaya, 
Padmayati, Harigeetika, Chaubola, Haripriya, Roopmala, which are Matrik ; and Shri, 
Dandak, Tarnija, Somraji, Kumar-Lalita, Hans, Samanika, Narach, Visheshak, Chanchala, 
Shashivadna, Chanchari, Malli, Vijoha, Turangam, Kamla, Sanyuta, Modak, Tarak, Kalhans, 
Swaagata, Motnak, Anukoola, T. amras, Mattagayand, Chamar, Chandrakala, Kireet 
Swaiya, Madira Swaiya, Sundari Swaiya, Tanvi, Sumukhi, Kusum-Vichitra, Motiyadam 
Sarvati, Twaritgati, Drutia-Vilambit, Chitrapada, Matta-Maatang, Leelakaran-Dandak, 
Anangshekhar Dandak, Durmil Swaiya, Upendra Vajra, Chandravartma, Pramitaakshara, 
Prithvi, Mallika, Gangodak, Manorama, Kamal, Nishi-Palika, which are Varnik. 


Guru Gobind Singh, too, has employed both the varieties of metres in large number. 
He has kept in view the tendency of the age also in the use of the prevailing metres. 
The names of these metres, their special features, their sources, their alternative names, 
names of the works in which used, their frequency of use, their previous attempts in 
Hindi literature, some novelties in the application of old and new metres, efc., are given 
in the tables on the following pages to show the vast ground covered by the poet of. 
the Dasam Granth in this field, his mastery over the art of prosody, and his power to 
invent even new metres suitable to the realisation of a rasa, 


$e 
1, Hira Lal Dixit : Acharya Keshavdas, 202. 
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of syllabic instants (matras) 


COMPOSITIONS IN 
WHICH USED 


Chaubis (Nih.) Avtar 


Chaubis (Nih.) Avtar 


Bachitra Natak . 


Chaubis ( Rudra-2. Suraj- 


Krisan-14) Avtar 
Sastra Nam Mala 
Pakhyan Charitra 


Chaubis (Nih.) Avtar 
Chaubis (Nih.) Avtar 


Gian Prabodh 
Chaubis (Ram) Avtar 


Chaubis (Nih.) Avtar 


Chaubis (Nih.) Avtar 


Chaubis (Nih.-8, 
Ram-8) Aytar 
Chaubis (Nih.) Avtar 


Chaubis (Ram) Avtar 


Chaubis (Nih.) Avtar 


Chaubis (Ram) Aytar 


FREQUENCY 


+ 


1 


18 
253 


16 


8 
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REMARKS 


An early form of Chaupaaee*, It has been profusely used in narrative 
poetry of Hindi literature. 


A kind of Arilla. 
In Hindi Chhand Prakash® it is shown as a Varnik Metre. 
Granth it is Visham Matrik. 


In the Adi Granth, Kalas is a combination of two different metres. In the 
Dasam Granth the combination is that of Chaupai and Tribhangi. But 
the poet has named the Chaupai as Kalas and continued the name of the 
second verse as Tribhangi. This speciality, found both in Raemavtar and 
Gian Prabodh, confirms one authorship of both, 

Kundalis are commonly usedin Hindi. Kundalis of poet Giridhar are 
especially well known. Tulsi, Keshay and others have also written their 
compositions in Kundalis. Modern poets too use it freely. 


In the Dasam 


It isa kind of Gaha metre’. In Hindi Chhand Prakash” it has been 
defined as having four charans with 62 matras in all. But in the Dasam 
Granth it is of two charans with 27 matras in each and 54 in all. This is 


poet’s new form of metre. 


This metre is employed in war poetry, It is also used in dance. On its 
being sung dancers know the moment when they have to change their 
movements. ; 


It would do well to take this not as a metre but as one of the kinds of 
Alankars. Chaubola as found in Ramavtar may be defined as having four 
charans in four different languages and otherwise called Bhasha Samak 
Alankar. 

The very name is explanatory of the definition, 


A kind of Charpat. 


0. H.A,,98. 10, G.D..154. 11. H.G.P,, 240. 12. B.B. R.A,S., 90: H.A,, 95. 13, G. D., 179. 
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COMPOSITIONS IN 
WHICH Usrep 


Akal Ustat 
Bachitra Natak 
Chandi Charitra I 
Gian Prabodh 
Chaubis Avtar ~ 
Brahma Avtar 
Rudra Avtar 

Sastra Nam Mala 
Pakhyan Charitra 


Jap 

Bachitra Natak 

Gien Prabodh 

Chaubis (Ram-10 Krisan-5 
Nih -4) Avtar 

Rudra (Paras Nath) Aytar 

Pakhyan Charitra 


Sasira Nam Mala 
Pakhyan Charitra 


Sastra Nam Mala 
Chaubis (Nih.) Avtar 


Akal Ustat 

Gian Prabodh 

Chaubis Aytar 

Brahma Avtar 

Rudra ( Datta-46, Paras 
Nath-14) Avtar 

Pakhyan Charitra 


Akal Ustat 
Bachitra Natak 
Gian Prabodh 
Chaubis Aytar 


Akal Ustat 

Bachitra Natak 

Chandi Charitra I 
Chandi Charitra IT 
Gian Prabadh 

Chaubis Avtar 
Brahma Aytar 

Rudra (Datta-1, Paras 
Nath-7) Avtar 


FREQUENOY 


10 
162 
20 


5 


Swaiya Jo Kiehh Lekh Likhio 


Bidhna 
Sastra Nam Mala 
Pakhyan Charitra 


1 
711 
1830 


—_—_ 


#. G. D., 203, 


We Gr rH. ©. 190. 11 


3149 


, conveyed the teachings of a free-willed person like Kabir, 


ID. Vay 100. 
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REMARKS 


In Hindi Pingal Shastra we find two different metres, Chaupai ( 4tT= ) and 
Chaupaaee (AV11%) by name. The first kind has 15 matras and the second 
16. Strangely enough in the Dasam Granth we have under the name 
of Chaupai a metre with 16 matras always. In the Sikh poetical works 
Chaupaj and Chaupaaee are the same*, From the point of usage Chaupaaee 
is the most popular metre in Hindi literature. Chaupaaee is the metre 
which links up the verse episodes in a narrative. In early periods 
Paddharia was more favoured than. Chaupaaee. 


In the Dasem Granth many kinds of Chhappai have appeared undet 
different names, This metre has heen profusely used by all Hindi poets® 
The Chhappai of Nabhadas is specially noticeable. Chhappai is another 
name for Shardool-Vikreedit in Prakrit®, 


All kinds of metres are sometimes put under the heading ‘Chhand’. Verse 
No. 725 of Sastra Nam Mala, which is in Tomar, is given the heading 
Chhand. Tulsidas also has given the heading Chhand to metres like Hari- 
geetika ete. 


In the Dasam Granth Chhand Wadda is written in place of Harigeetika, 


In Hindi this metre is Matrik, but Kahan Singh has taken it as Varnikc 
also having 115, Si, ‘Sl in each quarter, Even if we take it 80, our Matrik 
definition holds good. In Sanskrit also there is a Varnik metre of this 
name. In Hindi, Tolsidas has used the Matrik variety. Keshaydas’s 
application of the metre is confined to the Varnik variety with one or two 
exceptions. Keshav has named this metre as Padharika, 


Talsi, Keshav and other old masters have used this. 


In Hindi Pingel Shastra, Doha or Dohra is of many kinds. In the Dasam 
Granth almost all the kinds are met with. Doha is best suited for shorter 
patterns of verse, It became the medium of the mystic sentiments of Sidhy 
like Sarh, Kanha, Tillopa ete. It helped Gorakh Nath for his teachings, It 
Tt made its way 
into the field of erotics also. Behari’s Dohas are well-known for extreme 
condensation and refinement of utterance. Jayasi, Tulsi and some others 
have used it for long narrative poetry. Itis the most popular of all {he 
commonly used metres, 


Oo TP oP a on 


CoMPOSITIONS IN 
WHICH USED 


Chaubis (Nih.) Avtar 
Chandi-di-V ar 


Shabad Hazare 


FREQUENCY 


cr 
C1 


10 


Rudra (Paras Nath) Avtar 45 


Chaubis (Nik.) Avtar 3 
Akal Ustat 38 
Bachitra Natak 2 
Gian Prabodh 16 
Chaubis Avtar 92 
Brahma Aytar 40 
Rudra (Datta) Avtar 2 
312 
Brahma (Vyas) Avtar, 5 
Chandi Charitra I 2 
Chaubis (Ram) Avtar 2 
Chaubis (Ram) Avtar 4 
Chaubis (Krisan) Avtar 5 
Rudra (Paras Nath) Aytar 45 
Jafarnamah 111 
( Hikayats) 752 
863 
Chaubis (Ram) Avtar 3 
Chaubis (Ram) Avtar 14 
Jap 17 
Bachitra Natak 12 
Chandi Charitra I 8 
Chaubis (Nih.) Avtar ll 
Brahma Avtar 34 
Rudra (Datta) Avtar 15 
97 
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REMARKS 


It is of several kinds. In the Adi Granth many verse-forms under this 
heading are met with. This form of composition is both in metrically 
regulated form and otherwise. It is musical in character and is sung by the 
court bards’, Strictly speaking it is a form of poetry and not a metre. 


These are songs controlled by different Rags and Raganis. Ancient poets 
have used it freely. In Sant and Bhakta poets we find it used in its 
augmented form (containing more than four charans). Their Banis are 
beautifully versified in Padas and acquire seriousness and dignity from the 
spiritual experience and conviction of the great saints. This is also a form 
of poetry and not a metre. 


This metre is a form of double Chaupai. By adding a doha before, it be- 
comes a Shatpadi metre which is also called the Baimatric Dhyani, 


Paddhari, at times, is taken to mean Chaupaace. The convention of calling 
Chaupaaee by the name of Paddhari does not appear to be an old one,® 


It is another form of Madhubhar’, 
It is a kind of Arilla’. 


See Pad. Vishnupad has been a medium of composition of Surdas and 
Mirabai. 


Bait has been used in Arabic, Persian and Urdu poetry. Santokh Singh 
used it in Hindi poetry and poets like Varas Shah and Hafiz in Panjabi 
poetry. The metre scheme followed in the baits of the Jafarnamah eto., 
is foulan, foulan, foulan, foul. Bait is a verae-form and not a metre. 
Keshav has used it under the name of Twaritgati with tl, \S!, il, Sin each 
quarter, 


All the kinds of rhymes are found in the Ramavtar™. 


9,G.D.,225 fo, 10, G.D., 261. 1, G.D., 262. 12. G.D.,276. 13. J.D. V., 161. 14. B.A, (655, 660, 667). 15, B. BR. A.S,20. 
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; 
; 
j 
y 


ee eS 


y? 


COMPOSTTIONS IN 
WHICH USTED 


Chaubis (Nih.) Avtar 
Chaubis (Nih.) Aytar 
Rudra (Datta) Avtar 


Chaubis (Ram) Aytar 

Brahma (Aj Raja) Avtar 

Rudra (Datta-18, Paras 
Nath-18) Avtar 


Chaubis (Nih.) Aytar 


Chandi Charitra IT 
Chaubis (Ram) Aytar 
Pakhyan Charitra 


Chaubis (Ram-4 N. ih,-3) 
Aytar 
Chandi-di-V ar 


Chaubis (Ram) Aytar 
Chaubis (Nih.) Avtar 
Chandi Charitra JI 


Chaubis (Ram) Avtar 
Rudra (Paras Nath) Aytar 


Chaubis (Ram) Avtar 
Brahma (Vyas) Avtar 


Chandi Charitra I] 

Chandi Charitra I 

Chaubis (Ram-3, Krisan-37, 
N ih.-4) Avtar 

Sastra Nam Mala 

Pakhyan Charitra 


Chaubis (Nih.) Avtar 
Chaubis (Nih.) Aytar 
Chaubis (Nih.) Aytar 


9, J.D. V. 172, 


FREQUENCY 


36 
55 


4 


10. G. D., 119; J, D. V., 172. 11. G.D., 127. 12. H.C.P., 64, 13. G.D, 118. 1d. G.D., 124, 
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REMARKS 


Madho is a kind of Ariila*, 
See Madhubhar. 
This is a kind of Hairgeetika, 


Mohani is a varnik metre also’. 


This is also a varnik metre’, 


Bhai Kahan Singh, in his Guru Chhand Divakar™, gives its other name as 
Shrikhand which is a metre in Sanskrit, 


Keshav has used Sukhda metre with 22 Matras and two Laghus at the end®. 


See Madhubhar. Because certain metres contain the strains of musical 
instruments the word sangeet is prefixed to them", They are intended to 


be sung or recited to work up fury in the warriors or to increase the tempo 
of war. 


See Chhappai, It is amenable to music. 


See Bahra, It is intended to be sung or recited, 
See Padhari. Tt is intended to be sung or recited, 


In the Adi Granth, Sortha is given under Salok. In Hindi literature Sortha 
has been profusely used, 


From the point of view of usage this metre is very popular. Old and 
modern poets of note have adopted it. With Maithlisharan Gupta it is a 
very fascinating metre. It is the augmented form that we come across in 
the songs of Sant and Bhakta poets. 


It is also a varnik metre", 


Tf pauee is at 8 and 7, and Laghu and Guru at the end, it is called Hansi 
in Hindi. Keshav has used this metre in Ram Chandrika with Sil in the 


beginning of the metre. 


15. BL B, R.A, S., 24, 
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and positition of syllables (varnas) 


COMPOSITIONS IN 
WHICH USED 


Brahma (Mandhata Raja) 
Avtar 


Chaubis (Nih.) Avtar 
Chaubis (Ram Aytar) 


Chaubis (Nih.) Avtar 


Rudra (Paras Nath) Aytar 
Chaubis (Ram) Avtar 


Chaubis (Nih.) Avtar 
Chaubis (Ram) Avtar 


Chaubis (Nih.) Avtar 
Chaubis (Ram) Avtar 


Chaubis (Suraj) Avtar 
Chaubis (Ram-29 Nih,-d) 


Avtar 
Rudra (Datta) Avtar 


Chaubis (Ram) Avtar 
Chaubis (Ram) Avtar 
Chaubis (Ram) Avtar 
Chaubis (Ram) Aytar 
Chaubis (Ram) Avtar 
Jap 


Chaubis (Ram) Avtar 


i 


FREQUENCY 


19 


16 


9 
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Nemwarke 


This metre is used in the Nihkalanki Avtar to reproduce the sound of the 
actual action. 


See Akva, This metre is used in the Ramaytar to reproduce the sound of 
the actual action. : 


See Akra, 


See Akra. 


See Akra™, 


A kind of Apoorab*, 


In this metre, as the name shows, there is no rhyming at the end™. 


There are four kinds of this metre : J. Shri, 2. Mahi, 3. Mrigendra and 
4. Shashi, Of these the examples of the last three are found in the Jap of 
the Dasam Granth. 


—— — 


10. GD, 68. 11. G.D., 70, 12. G.D.,74, 13. G.D. 7, M. G.D.,74. 15.G.D.,77. 10. G.D. 68. 17.G.D. 98 
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COMPOSITIONS IN 
WHICH Usep 


Frnoavexnoy 


Brahma (Vyas, Aj Raja) Avtar 9 


Chaubis (Ram) Avtar 
Chaubis (Ram) Avtar 


Chaubis ( Nik.) Aytar 


Akal Ustat 

Chandi Charitra I 
Gian Prabodh 
Chaubis (Ram-53, 
Krisan-\1) Aytar 

Brahma (Vyas) Avtar 

Pakhyan Charitra 


Chaubis (Nih.) Avtar 
Chaubis (Ram) Avtar 


Chaubis (Nih.) Avtar 


Chandi Charitra [1 
Chaubis (Nih.) Avtar 
Rudra (Datta) Avtar 


Chaubis (Ram Aytar 


Chaubis (Nik) Avtar 
Datta Avtar 


Jap 
Rudra (Datta) Aytar 


Jap 


Chaubis (Ram-6, Nih.-19) 


Aytar 
Chaubis (Nih.) Avtar 


Chaubis (Nih.) Avtar 
Chaubis (Ram-3, 
Krisan-4) Avtar 


Chaubis (Ram) Avtar 
Chaubis (Nih.) Avtar 


Chaubis (Nih,) Aviar 
Rudra (Datta) Avtar 


Chaubis (Ram) Avtar 


9, N.A., 88. 10, DA, ail. 
24, G, D., 199. 25. G.D., 200, 26, G.D., 200; 


ae 


13 
10 
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REMARKS 


A kind of Swaiya’, 


Kabitta is a metre of fine movements apd is good for Shringar and Vir 
rasa poetry. Its origin is shrouded in mystery. It is profusely found in 
oll Hindi literature. Tulsidas made a large use of this metre, Kabittas 
of Padmakar are well-known. 


See Asta. 


Keshav has used this metre in his works. 


In the Dasam Granth, the poet has used this metre both as Matrik® and 
Karnik’. The justification for this remains to be found out as this ig 
poet's own invention. y : 


In Sanskrit this metre is called Dodhak?. 


In Nih-Kalanki Avtar (229) it a : : 
ne ppears as Kripankrit but in t 
(389) it appears as Madhubhar*, . Datta Avtar 


See Uchhal, 


Keshav has used this metre. 


Jhooina is also known as matrik metre® 


freely. Medieval poets have used ib 


In the Dasam Granth, Somrajt or Ardha Bhujang is named as 


Jhoola*, 
Aceording to the definition there should be four charans in th ; 


But in the Nih-Kalanki Avtar we have only two. saci) 
See Asta, 
See Asta. Akind of Tarak?®. 
11. G D., 148. 12, C.8., 43. 13.6. D, 160. Ia, G.D., 1. Ia D., 172. 16. &. D. 173 oe 
- 
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Chaubis (Ram) Avtar 6 See Ugadha, Metre in which sound conveys the sense. 
Chaubis (Ram) Avtar 5 See Akva. 
Akal Ustat 20 
Bachitra Natak 6 
Chandi Charitra I 2 
Chandi Charitra If 4 
Gian Prabodh 15 
Chaubis (Nar-10, Narsingh- 
16, Rudra-16, Gaur Badh-3, 
Jallandhar-6, Suraj-2, 
Ram-27, Krisan-10, 
Nih.-11) Avtar 101 
Brahma (Prithu-2, Dalip-1) 
Avtar 3 
Rudra (Datta-15, 
Paras Nath-12) Avtar 63 
Pakhyan Charitra 18 
332) 
Chaubis (Ram) Avtar 10 See Akva, This has been used to reproduce the sound of actual action, 
Chaubis (Ram) Aytar 8 See Akyva. The poet has used this metre also to reproduce the sound of 
actual fighting. 
Chaubis (Nih.) Avtar 10 See Akara. This metre is used to show the sound that echoes the sense. 
Tt reproduces the sounds of Mridang. 
: Chaubis ( Narsingh-3, Chand-4, In verse No. 23 of Narsingh Avtar of the Dasam Granth, Dodhak has 
Ram-10) Avtar 17 been used for Modak also which is Sil, SIl, SIl, St in each quarter’. 
Brahma (Mandhata Raja) : 
Aytar 5 
Chaubis (Ram-4, Nih.-6) 
Avtar 10 
Chaubis (Ram) Aytar 5 
Akal Ustat 20 Chandra Bardei lias used Narach metre having 18 syllables with first two 
Chandi Charitra IT 21 as ill (Nagan), 
Brahma (Intro-2, Balimiki-6) 
Aviar 8 
Rudra (Paras Nath) Avtar 30 
Pakhyan Charitra i 
Bachitra Natak 33 
Gian Prabodh 37 
29 
Gian Prabodh 12 See Nagsaroopini 
Chaubis (Suraj-4, Ram-5) 
Avtar 9 
“21 
Chandi Charitra H l This is the same as Naraj, But the word Bridh is added to show the 


Gian Prabodh 5 opposite of Laghw in Naraj Laghu'*, 
Chaubis (Rudra) Avtar 4 


9S. D., 23}. 10; G,D,,.223. 11.:G, D., 228. 12..G. D., 223. 


Ns 
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Akal Ustat 20 See Nagsarupi Aradh. 
Chaubis (Ram) Avtar 6 
Chandi-di-V ar l 


Chaubis (Nih.) Avtar 9 
Chaubis (Nih.) Avtar 4 
Brahma (Vyas) Avtar 5 
Chaubis (Nih.) Avtar 9 


Chaubis (Nih.) Avtar 4 
Gian Prabodh 19 
Rudra (Datta) Avtar 2 
Chaubis (Nih.) Avtar 4 
Chandi Charitra IT 11 
Chaubis (Narsingh-2, 

Suraj-2) Avtar 4 
Chaubis ( Nih.) Avtar 4 
Chaubis (Ram) Aytar 4 
Chaubis (Nih.) Avtar 4 
Chaubis (Nih.) Avtar 6 
Jap 4] 
Chaubis (Nih.) Avtar 17 
Rudra (Datta-60, Paras 

Nath-23) Aytar 83 

4] 

Chaubis (Nih.) Avtar 25 
Bachitra Natak 41 
Chaubis Avtar 5d 
Pakhyan Charitra 221 

317 

Jap 62 
Akal Ustat 30 
Bachitra Natak 72 
Chand? Charitra IT 70 
Gian Prabodh 88 
Chaubis Avtar bi) 
Brahma Avtar 23 
Rudra (Datta-17, Paras at 

Nath-65) Avtar 82 
Pakhyan Charitra 66 

#09 


In the Dasam Granth Totak is shown as Padhisatka’®, at places. 


In the Dasam Granth it is the same as Modak. In books of prosody it 
is Sil, Wi, 'St, Ist, 1.8 


This is a Pashto and Persian metre. There the long lyrics in Tilanga Rag 
are famous as such, In the Gian Prabodh under the heading Bahira Tweel 
Paschami, there is a prayer containing nineteen such verses: This is not 
in Paschimi language but it is surely onthe balance of Pashto and 
Persian lyrics". , ; 

This is the first kind of Chitrapad.® 


Chandra Bardai has used this as a Matrik metre. 


See Naraj 


The first kind is Somraji or Sankhnari,™ 


This metre is used to describe destruction in war! 


See Astar. Bhujang is, in fact, the same as Bhujang Prayat. Ci. Narsingh 
Avtar (32), | 


See Astar, In the Jap, Bhujang Prayat is written in place of Aradh Bhujang 
Prayat which it really is,*8 


%, J.V.b 107) 10. G.D,, 00. 11, G.D., 262, 12. G.D., 28 13, G.L., 108,262, Ta, GD, 203, 35. G, D208) 16) Ol oT 
°4.G, D.. 279, 25 G. D., 279, 280. 26. §.B.D., 652, 27. G,D., 270, 28. G, D., 279. : (MOB. WS Gy 1h) STE 
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ComMPosittions IN 


ice USED FREQUENCY REMARES 
Chaubis (Nih.) Avtar 6 See Bhagwati. In the Dasam Granth this metre has both the kinds. The 
first kind is given under Somraji or Sankhnari,* 
Chaubis (Nih.) Avtar 9 
Chaubis (Suraj-7, Ram-11) See Akra. 
Aytar 18 
Brahma (Vyas) Avtar 5 See Totak. 
Chandi Charitra I I 
Chaubis (Ram) Avtar 23 
24 
Chaubis (Nih.) Aytar 4 
Chaubis (Nih.) Avtar + See Akra, Another name for this is Tilka.® 
Chaubis (Nih.) Avtar 2 
Rudra (Datta) Avtar 3 See Akva. 
Jap 8 
Akal Ustat : 20 
Chandi Charitra IT (Under 
Ruamal-6, Rual-9) 15 
Gian Prabodh 30 
Chaubis (Rudra-4 Ram-22) 
Avtar 26 
Brahma (Prithu Raja-2, 
Bharat and Sagar Rajas-23) 
Avtar 25 
Rudra (Datta-16, Paras 
Nath-41) Avtar 57 
Sastra Nam Mala 2 
Pakhyan Charitra 
186— 
Chandi Charitra I l This is not the name of a metre. Prakrit poetry in Persian is named 
Rekhta, particularly a metrical composition which contains lines both in 
Hindi and Persian words mixed, Accordingly Kabitta (M anhar ) in the 
Chandi Charitra I is shown as Rekhta.” 
Chaubis (Machh-3, Paras, See Urhhuj. In the Jap (245) Aradh Bhujang is named as Rasawal, The 
Ram-13, Rudra-\¢, Bachitra Natak also contains the same form of Raswal.™ 


Ram-100, Nih.-35) Avtar 179 
Rudra (Datta-17, Paras 


Nath-3) Avtar 20 
Jap 5 
Bachitra Natak 90 
Chandi Charitra IT 69 
Gian Prabodh 17 
380° 

poten — - cat = ate Granth Pramanikais named Samanaka, wt ereas Samanaka is 


9. G.D,, 300. 10. G. D., 304. 11. G.D, 305. 12. G..D.,306. 13. G.D., 207 f. 14. 8. BE. D., 650. 15. G.D., $4 
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Compositions IN 


WHICH USED 
) Akal Ustat 20 
Bachitra Natak iB 
Chandi Charitra I 134 


Chaubis (Ram-26, Krisan- 

1782, Nih.-28) Avtar 1836 
Brahma (4 j Raja) Avtar 13 
Rudra (Datta-8, Paras 


Nath-10) Avtar 18 
Sri Mukhbak Swaiya 32 
Swaiya io Kichh Lekh 
Likhio Bidhna 3 
Pakhyan Charitra 185 
& 235% 
—§ Chaubis (Ram) Aytar l 
Chaubis (Ram) Avtar g 
Chaubis (Nih.) Aytar 4 
Chaubis (Ram) Avtar 18 
Chaubis (Nih.) Avtar 4 
| Chandi Charitra I 7 
_ Chaubis {Ram-A3, Nih.-24 
¥ Avtar 37 
a 
Chandi Charitra IT 1 
| : Chaubis (Ram) Avtar 8 
li 
Brahma (Vyas) Avtar 6 
Jap 14 
_ Chaubis (Nih.) Aytar 30 
Brahma (Manu Raja-1, 
__-Prithu Raja-24) Avtar 25 
“6y 
Chaubis (Ram) Avtar 14 


FREQUENCY 
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REMARKS 


It is of forty-eight kinds. Of these the examples for the following can 
be seen in the Dasam Granth: Madira*; Inday or Malti? Ramaya*; Kreet*; 
Durmil®;/ Manoj?; U tankan®; Surdhuni® Sarvagami™. Swaiya has a soft 
gliding movement appropriate for conveying the silken smoothness of 
sensuous love poetry. In the Dasam Granth (Krisanavtar) we find this 
metre used for war poetry also. This metre belongs to Braj. Tts use is 
met with even in Sanskrit prosody, It is a popular metre in Hindi. The 
Swaiyas of Raskhan are especially noticeable. 


According to the name of the metre all the charans should rhyme 
differently. But in the verse given in the Ramavrar only one charan rhymes 
differently, 

See Ruamal. 


See Dodhak. Sundari is also a kind of Swaiya but by halving the charan a 
modak chhand is formed which is also known as Sundari as it is here. 


Keshay has used this metre!’, In the Dasam Granth complete Bhujang 
Prayat is, at places, written as Somraji. 


See Bhujang Prayat. 


See Naraj. 

See Padhisataka. In the Dasam Granth it has two forms. In the Ramaytar 
it is the same as Padhisataka but in the Nih-Kalanki Avtar, Totak is given 
this name. 

See Artuha. 

See Aradh Bhujang. In the Dasam Granth, Sankhnari is given under Aradh 
Bhujang**. 

See Akva. 


Position of syllables (xsw'/s in Persian Poetry) 


— Jafarnamah 


111 
 (Hikayats) 752 
; , 863 


8. R.A., (383). 9. Ch, Ch. I, (88). 10. R.A. 
22, Jap 4; G. D., 124. 23. G. D., 129. 24. 


== eta eed 
; (607). 11. B.B, R. A. 8. (A. & P.)-1947, 20, 12, G. D., 109. 13. G, D., 115. 14. JD. V., 173, 
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The foregoing tables give us in a nutshell a hundred and fifty metres, of three 
varieties (matrik and varnik in Hindi and Panjabi and of usu’! in Persian poetry), used by 
Guru Gobind Singh in the Dasam Granth of which a hundred and six are traditional 
(including Sanskrit, Prakrit, Apbhransh, Hindi, Persian and Arabic) and the remaining 
forty-four new as well as traditional ones used under new names which though they pose 
a problem to the prosodist for their proper classification and exposition, are new land-marks 
in the field of prosody. After Keshav Guru Gobind Singh would appear to stand out as 
the greatest in the use of syllabic (varnik) metres in Hindi literature. 


Another feature of interest is the number of verses used abundantly in Chaupai, 
Dohra and Swaiya metres. Out of more than eighteen thousand verses in the Dasam Granth 
the Chaupai alone occupies 5,555 verses while the Dohra and Swaiya 3,149 and 2,252 
respectively. This is as it should be; these metres were very much liked by the poets of 
Riti period. ; 

It will not be fair to conclude this part of the study of the Granth without mention- 
ing a few defects. The defects may fall into three categories, viz., 


(i) Divergence of the metre from its definition given in works of prosody. For 
instance, stanza No, 326 of the Ramayvtar is a matrik metre with eight mmatras in 
each quarter and is named Sukhda whereas in Hindi Pingal Shastra, Sukhda has 
twenty-two matras. Similarly verse No. 31 together with the preceding and. 
succeeding verses of the Nih-Kalanki Avtar having two charans has been styled 
as Yar Naraj whereas according to the definition of this metre they should have 
four charans each, Again, verse No. 72 of the Nih-Kalanki Avtar has been 
shown as E/a metre and of the visham matrik type whereas according to Hindi 
prosody it is varnik with 11s, isi, 1, ss, having pause at 5 and 10, 


(ii) Lack of flow in accordance with the definition given to the metre. For 
example, in verse No. 695 of the Ramavtar the words attaatt, feat and 
areata will have to be respectively read as drat, faeaTt and axadf to satiety the 
requirements of the Bhujang Prayat metre, This will have to be ascribed 
either to the peculiarity of the Gurmukhi script or the carelessness of the 
amanuenses. The same reasons will have to be ascribed to verse No, 110 of 
the Chandi Charitra IT where the metre with twenty-three syllables in each 
charan and seven bhagans and two gurus is termed Manohar. It is, however, 
the same as Mattagyand in Hindi and a kind of Swaiya. 


(iii) Defective pause or splitting of a word into two in the middle for the purpose of 
pause. For instance, in verse No. 90 of the Akal Ustat, the defective pause at 
the first and third quarter of each line results in the incorrect splitting of words 
in the middle. The same js the case with pause in walmsta at eight in the first 
quarter of the fourth charan of verse No. 42 of the Gian Prabodh. 


1, Sir George Abraham Grierson, in his Linguistic Survey of India, Vol. 1, parti, page 2, has also observed that when z is 


followed [in fadbhay words by letter q, it takes the form + 
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Tradition though not so often followed lays down the use of particular metres 
for particular sentiments. For example, in Hindi, Swaiya is appropriate to the erotic, 
pathetic and pacific sentiments ; Chhappai to the sentiments of heroism, terror and fear ; 
Narach to heroism, etc. There are certain metres which are used in all cases, for instance, 
Chaupaaee, Doha and Sortha which suit all the sentiments. Guru Gobind Singh, though 
he departs at places has taken notice of the tradition ; for example, he has depicted the 
heroism of Goddess Chandi in Naraj i.e. Narach metre, in the Chandi Charitra IP, The 
instances of the departure from tradition are his use of Swaiya metre for the heroic poetry 
in the Krisanaviar and the extension of certain devotional metres like Haribolmana, Madhu- 
bhar, etc., to the heroic poetry as in the Nih-Kalanki Avtar and Chandi Chariira J, ete’, and 
heroic metres like Bhujang Prayat to devotional poetry as in the Jap’, 


Among the variety of metres already stated, the blank verse used by Guru 
Gobind Singh deserves a special mention. The use of blank verse was hitherto confined 
mostly to Sanskrit. But as in Hindi, Chandra Bardai and Keshav were pioneers in this 
field, so was Guru Gobind Singh in so far as blank verse in Panjabi is concerned. 


Guru Gobind Singh was a facile metrist and this is seen in the fact that he has used 
the shortest as well as the longest metres in his Granth. The syllables and syllabic instants 
of metres vary from one to thirty-one in the Varnik class and eight to forty in the Matrik 
class respectively. A sustained effort in their composition is discernible to show the poet’s 
skill and ability in handling the metres with ease. The metres suit the mood of the topic 
and the needs of recitation. 


(t) Music, RAGS AND RaAGINIS 


As already stated music influences not only men but also beasts. and trees, etc. 
It has been said that poetry is music in words. Therefore in poetry, if it is to influence 
life, music is essential to prosody. This is in abundance in the poetry of the Dasam Granth. 


In addition, in the Dasam Granth we come across metres like Sangit Chhappai, Sangit 
Naraj, Sangit Padhisataka, Sangit Padhari, Sangit Bahra, Sangit Bhujang-Prayat and Sangit 
Madhubiar. All these metrical verses which are sung with the aid of instruments with 
-due regard for rhythm and beat have the prefix Sangit before their names, 


There are some other metres without the prefix Sangit like Trirka, Trin-nin, ete., 
which also are intended to produce martial music by imitating the sounds of weapons of 
war and musical instruments. In these the same rhyme is often continued in all the lines of 
a stanza for producing the same effect. In connection with war narratives he has invented 
these musical sounds, after those found in the Apbhransh period’, to work up fury in 1 the 


lL. ae ia LI, (1-5, 20, 2h, 47, 48, 119, 120, 140- 46, 165, 173, 174). 
2. »» (931-360, 97-104, 161-103), Ch. Ch, 1, (28-31, 201-205), 
d. — (2-28, 44-64, 64-73, ete.). 
(+4. Compare examples given in the Apbhransh Sahitya pp. 64, 65, 65, 114, 115, 121, 170, 177, 179 
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watriors, to show’ the quick and hectic speed of the battle with the beat of drum and other 
instruments and to depict indiscriminate destruction in wart. Here the poet has put the 
words showing the sounds of mridang, etc., to a new purpose in the realm of emotions 
which otherwise have no meanings but which in the context in which they have been used 
lend special significance and help in the better relishing of the rasa. In this respect our 
poet has correctly made the metre subservient to the emotion, changing according to 
mood and situation, He has thus shown his keen love for music. 


There is another type of musical compositions. They consist of Shabads, Padas or 
songs which are meant to create pious feelings in the religious-minded people. Ordinarily 
a metrical composition is sung to music but in the compositions of the Sidhs and other 
saints most of the verses are not metrical. They are regulated by different musical 
measurements (rags and raginis). This tradition is noticeable in bhakta poets like Sur and 
Tulsi and other saints like Kabir and Dadu, too. The Sur Sagar by Sur alone contains 
thousands of padas composed under rags and raginis. 


In connection with such compositions Dr. Kshitimohan Sen also says, “Most of 
these sayings (padas) of the saint-poets are songs; for, this was the favourite form of 
preaching with Bhaktas of the medieval India. They have expressed themselves in poetry 
and music. Kabir was not only a good composer but a good singer, too. .........++ Nanak 
was fond of music and was himself a composer of songs. His disciple Mardana too was 
good singer.” This is true indeed. These shabads or rags are treated with sanctity as they 
are associated with devotional songs. The Vishnu Puran calls Lord Vishnu as Shabda 
Incarnate and makes songs and forms of poetry His emanations’. 


The poetry of the Gurus which was composed between 1500 and 1700 A.D. has a 
prominent place in rags. The whole of the Bani of the Adi Granth from page 8 to 1352 is 
in rags and we have as many as thirty-one rags in this holy book. The Adi Granth includes 
banis of the bhaktas along with those of the Gurus. Thus we find that out of 1,430 pages 
1,344 are in rags. We do not come across such a big collection of rags in Gurmukhi script 
elsewhere. 


Guru Gobind Singh was fully aware of the value of these rags and raginis in 
créating an atmosphere most conducive to pious feelings. The table given below will show 
the names of the rags, raginis and the musical styles used and the places where they are 
found in the Dasam Granth. 


a : Compositions 
S. No. Rag, Ragini or Musical Style ue ack found Serial No. of hymns roe 
1. Ram Kali (Ragini*) Shabad Hazare 1, 2,3 2 
Paras Nath 86, 87 2 
2. Sorath (Rag) Shabad Hazare 4 
Paras Nath fi Pa eh SU 
84, 85, 97, 98, 110, 
114, 117 12 
i, HUAI sfaaiearataara TI 
Wega qaveaas aaa: \| Vishnu Mahapuran, Ansha I, XXX (85) 
2, M.K., IV, 3095, 3. M.K,, I, 699. 
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S. No. Rag, Ragini or Musical Style ee Serial No. of hymns ae 
3. Kalian (Ragini?) Shabad Hazare 5 ] 
Paras Nath 103 1 
4. Bilawal ( Rag?) Shabad Hazare 8 ] 
5. Devgandhari (Ragini®) Shabad Hazare %, 10 Z 
Paras Nath 102, 11] 2 
6. Khial (Style of music") Shabad Hazare 6 i 
7. Jilang'-Kafi* (Rag and 
Ragini mixed’) Shabad Hazare 7 I 
8. Paraj { Ragini*) Paras Nath 75, 92, 119 3 
9. Kafi (Ragini?) 
(Some call it by the 
name of Dhamar’) Paras Nath 76, 93, 94, 109, 115 5 
10. Suhi (Ragini*) Paras Nath 80, 81, 116 3 
Il, Sarang (Rag™) Paras Nath 88, 89, 91, 96, 99, 112 6 
12, Gauri (Ragini*) Paras Nath 90, 106 2 
13. Dhanasari (Ragini") Paras Nath 95 } 
14, Tilang (Rag*) Paras Nath 100 l 
15. Kedara (Rag"*) Paras Nath 101 l 
16. Maru (Rag) Paras Nath 104, 107, 108 3 
17. Bhairo (Rag"*) Paras Nath 105 ] 
18. Adan (a) (Rag) Paras Nath 113 ] 
19. Basant (Rag?) Paras Nath 118 1 


Thus in the Dasam Granth we find that all the hymns contained in the Shabad 
Hazare and some padas in the Paras Nath Avtar are Composed under different musical 
measurements (rags and raginis) and musical styles which succeed eminently in creating 
an atmosphere of halo and sanctity after the manner of the great saint-poets. The styles 
used also reveal the poet’s accurate knowledge of their use at particular times and in 
definite contexts. Not only this; the poet knows the type of music to be given on 
particular occasions, for example, in romantic narrations the words evince a jingle of bells, 
in description of battles they resound the beat of drums, in the expression of pathetic or 
pacific sentiments they are skilfully muffled, etc. He gives us music, martial and hymnal, 
sacred and secular, simple and complex. In him we find a saint singing hymnal sonps, a 
soldier giving martial music, a householder singing virtues of a good life and a painter 

creating wonderful pictures in music, 


1, M. K., Vol. I!, 923. 2. M. K,, Vol. [V, 262y. 3. M.K., Vol. 1H, 1947, 
4. M.K., Vol. I, 1129. & M. 3K, Vol. IT. 1774, 6. M_K., Vol, I, 963. 
7. This mixed form is found in the Adi Granth also,—M. K., Vol. If, 953. 8. M. K., Vol. EI, 986, 
9. M.K., Vol. II, 953. 10. M. K., Vol. Tl, 953. 1}. M. K., Vol. J, 666, 
12, M.K., Vol. I, 538. 13. M.K., Vol. 11, 1762. 14. M. K., Vol. If, 1978. 
15, M_K., Vol. Ill, 1774. 16: M.K., Vol Jf, 1098. 17. M.K., Vol. LV, 2899. 
18. M. K., Vol. LV, 2768. 19,, RK. V.. Part f, a. 20, M, K., Vol. IV, 2471. 
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(g) LANGUAGE 


The Dasam Granth, consisting of eighteen parts, is all in verse’. With the exception 
of Chandi-di-Var which is in Panjabiand of the Hikayats and Jafarnamah which are in 
Persian, it is all written in Braj or Hindui or older Hindi or Hindi (Braj Bhasha)*. Braj was 
a dialect of western Hindi, spoken in Muttra and the surrounding districts. It was a literary 
dialect as well, and the chief dialect for poetry in the sixteenth century’. Secular poetry like 
that of Bihari and devotional poetry like that of Sur and Miran were both written in 
Braj. After Saurseni, Western Hindi or Braj or Hindui enjoyed a special prestige and was 
adopted for literary purposes in the Panjab as well’. Both Braj and Panjabi poetry had 
attained a very high level of poetic technique’. Gorakh Nath, who is believed to have 
flourished in the Panjab before Guru Nanak, wrote his verse in the then prevailing literary 
dialect’, The Sikh Gurus made their compositions partly in Panjabi but largely in Bray’. 


Guru Gobind Singh was born in Patna and spent about the first nine years of his 
early childhood there where Eastern Hindi i.e., Bihari was spoken and taught asa regional 
dialect. He must have, as a child, picked up the regional language from his play-mates and 
most probably learnt it at school as well. It appears to explain his bias for Hindi. This 
bias may further be taken as one of the factors which led to his adopting the Braj. Again, 
Guru Gobind Singh seems to have been influenced by the Hanumannatak, a master-piece 
of Braji, popular in his times and studied in indigenous schools. He always kept this book 
with him and delighted in its recitation’. He must have been f urther influenced in his 
choice of the language by the place given to the Bhaktas in the holy granth, Braj was 
nearer to the dialect of Kabir, to that of Vidyapati (i.e., Mathili) and of Sur and Miran 
than to Panjabi. 

Added to this, Braj had at this time achieved a greater vogue as a literary dialect 

La Se See ee A ee aera 0 
qe afaratee a arn agar aaa &, zat Fle Tae Al | sae amwoaraed farat ar 
staat nad cat | Peat Pe era oe WRIT BT TAI aa HA TT aT Ta S fag Te 
Gala Fl alee FT Tas EI me we Taq Al Isa SH SATA ET | gaat ere at arfeaaat 
AE | qwqrawat % mez gaa ats = fs gaa agar at fayar ate aét ge | get ann aa 
aaa waft ara F ferent Tar FT |_ayodhya singh Upadhyaya (H. 8, V., 3884), 


Hazari Prasad Dwivedi (H.5., 155); Ram Chandra Shukla (H.5, 1, 28); Mohan Singh Diwana (H.P.L., 40); 
Cuningham (H.8., 355); Keay (Ht. H. L., 6b); Tasi (Laxmi Sagar, 65); Trump (A. G.,1'XXV foot note 7). 


to 


Upsdhyaya (H.S. V., 325); Verma (H.A.1., 46, 46-1950 Bd); Sbukle (H. 8S. L., 238 ff): Keay (H. H. L, 3, 72}; Kellog 
(G. A... 68 98). 

Keay (H. H. L., 26, 67). 5. Dwivedi, R. A., (H. Le, 4); Tasi,.(Laxmi Sagar, 65). 

Mohan. Singh Diwana (Guru Gobind Singh asa Poet), | 

Dwivedi R. A., (H..U., $3; Keay (H. H. L. 16,91); Shukla (H. 5. 1., 1%); Bhagirath Mishra (H. R. 8., 1). 

Keay (H. H. L.. 57); Ayodbya Singh Upadhyaya (H, 8, V.,, 183 ff) ; Hazari Prasad Dwivedi (H. B_, 98). 


me atfictae ca ian (cqueres) Bt Aa Bae BT wat SN We4e a wT ET at 7 
—_ Ayodhya Singh Upadhyaya (H. 8. V., 381 ff). 
aqua ale ataet fir HY St me SA are far Was S |Report Sodhak Committee, 11, ch., 13. 


8 


Sa 2S 


rd 
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than any of these. Keay rightly asserts that the poets of Braj felt very strongly the 
tendencies towards the perfection of the poetic art, ......... and fame of their poetry was so 


great that from their time onward Braj Bhasha came to be regarded as a chief poetic 
dialect of Hindi. 


Guru Gobind Singh accepted the literary conventions and therefore composed his 
wotks mostly in Braj but in his devotional works his literary medium is not pure Braj. It 
has a mixture of elements of Avadhi, Panjabi. Persian, Arabic and Dingal like the literary _ 


medium of many other poets of note of his age. His secular compositions, however, are 
comparatively free from such admixture. 


The language of Guru Gobind Singh’s verse is highly developed and faultless.2 
It is refined, polished and has a smooth flow! 


I, H. H-L.,:72; HS. ¥., 389; 2. Ram Chandra Shukla (H. 8. T., 226), 
3. Shukla (H. 8. L, 286); Dwivedi H. P. (H. S., 155); Ayodhya Singh Upadhyaya (H. 3, V., 387, 3:9), 
Compare 


ig fret at fe gat aed at fe ava % qT at fe sar werata at 11 
aa % Tae page % fea ta aia ® fear fest Hat Herara at || 
gl fe sig saaIz at fa feraar ft aefa at f& gaan at ara at | 
fe ag Sort at fear aa athe faaa ¥ ora ar A. U., (19) 


ry 
Fh 
td 
5 


© 


d 
| 


wh Tet Be Ra wa ae Wa alga fae | 
aq i 3H ita wa az aff a ala fez | 
waa adit os ata af aS 
we os daft «oa 230 matin Sf 
fram ada a FR at aa aafam tea |) 


4 FGA Fo Fat RATA aaa gaat Jap, (1) 
aa sist fae at anf qa F ef faa H sy feat 1 
ge ait a fia i ag oma a2 aqme az 1 
ast a amg ge aa gig g dae fee satent | 
x S % 
tramig to aedt Wag og OS aaa Baar Jer | K. A., (2402) 
4. Tasi (Laxmi Sagar, 65); Shukla (H. 8. 1., 286); Upadhyaya (H. S. V.. 329); 
Sa Barer at sea Tee St AIT sas Tease site TaTEAA 1 Dwiveui, wv. on 8., 155). 
Compare Te sat waa at wg am a ata | 
aad at oat omit & ome oat ow aa 1 K. A., (1263) 
amma fg a dz ie gq 3s pet wm oafe sat i 
= = . c 
7 Ti H aw ate gest faa a faa aa faarna Aet 1 
asu ofa aal qe =a ints al ti fas pe Fe Rat 1 


Ws we. aa fa Ft wa AH als Kia st wat | Ch. Ch., (187) 
mT mM ft faa at We a qa are 4 
as feet fear F +S tS Fel AAE II P. Ch., T (44) 


a Mey ah H ust Wl gaea ome aaah 1 


~ a bn ~~ ~ = 
aaa Wd FF aware | qi aA Fle me wart P. Ch., 405 (376) 
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(h) DICTION 


The Dasam Granth as already stated contains eighteen works. These eighteen 
compositions haye been attempted on a ‘large number of themes like religion, morality, 
armoury, autobiography, history, politics, mythology, legend, woman, é/c, The number of 
words in it appears to run into lakhs. 


The diction of these compositions is indeed rich, varied and copious, The diver- 
sity of themes lends itself to a wealth of words. The variety of treatment makes the choice 
still wider and tends to exploit all possible resources of expression. There are numerous 
descriptive passages ; there are many long and short narratives ; there are still many lyrical 
pieces interspersed here and there. All these need different types of words for diverse 
treatment. There is apt to be a lot of repetition, which no doubt there is, in the nature of 


topics treated here and there. 


But there is a wealth and variety of expression which would bring credit even to 
a mundane poet. ‘Every line of his’, says Doctor Mohan Singh Diwana, ‘is redolent of the 
light perfume of well-digested scholarship. It sits lightly on him for he knows it is only 
adornment and not the spring of inspiration itself’. ‘His illusions illume, not hide. Every 
thing in the domain of Hindu, Budhistic and Muslim, religious and literary vocabulary and 
ideas is met with in his poetry’.2 He has indeed ransacked and exploited the whole literary 
tradition represented by the Ramayan, Mahabharat, Bhagwadgita, Srimad Bhagwat, Vishnu 
Puran, Markandeya Puran, Vishnu Shahasranam, natakas, miscellaneous devotional and 
sufistic hynins, both Braj and panjabi poetry and all the religious creeds; in short, he laid his 
hand on every thing and compelled it to yield the meaning to him. Therefore, a knowledge 
of the different dialects of his time was natural to him, and this is easily discernible in the 
Dasam Granth. As they make an interesting study they are discussed below : 


I, Panjabi : 

Guru Gobind Singh was a Panjabi, who lived in the Panjab for the most part of his 
life. Panjabi was his mother tongue. The language of affection is always the mother 
tongue. Panjabi is, therefore, the vehicle of the poignant feelings in his works. War 
was another reality, rather a stern one. In those days of Aurangzeb’s tyrannical persecution 
Guru Gobind Singh was often in conflict with the rulers. He was either busy with prepara- 
tions for war or was actually engaged in it. War, therefore, was a favourite theme of his 
verse. He could best express himself in the language of the soldiers who fought with him. 
Panjabi words, therefore, occur again and again in his martial verse and in emotional 
moments. 

Besides Chandi-di-Var which is solely in Panjabi there are some verses here and 
there composed in Panjabi language. In Shabad Hazare there is for instance a well-known 
verse, Mitra Piare nun.....-... s which is instinct with the deepest pathos ever experienced by 


a soul in distress. It isa message to God addressed as to a friend, 
2, Ibid. 3. Sh. H., (6). See page 143 for text. es 


I. Mohan Singh Diwana, (Guru Gobind Singh as a Poet). 
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In the Ramaviar', there are four stanzas in Sirkhandi metre which describe a scene 
of battle between Ram and Meghnad in the war of Lanka. The diction of these stanzas can 
well be compared with that of the Chandi-di-Var, describing war scenes. 


In the Nih-Kalanki Avtar*, again, we find the Sirkhandi metre repeated thrice, 
describing the rejoicings of the soldiers on the birth of Kalki and their preparations for 
fighting in a battle. 


In the Pakhyan Charitra*, we come across a stanza in Panjabi poetry. In this the 

thirst of love in the eyes of gopis in the absence of Krishna is described beautifully. 
2. Arabic and Persian : 

Guru Gobind Singh is believed to have learnt Persian from a Mohammedan teacher, 
Pir Mohammad by name, whose descendants, we are told, still possess an autograph letter, 
given to their ancestor by the Guru himself.“ Persian was in those days the court language 
all over India. It was also the language of the religion of the rulers. Words of Persian and 
Arabic were used abundantly in religious and literary discussions and they found their way 
into the common speech in all the provinces. It was but natural that the writer of the 
Jafarnamah, the Persian epistle to Aurangzeb, should have made an appropriate use of 
Persian words. Such words are found particularly in the Jap* In this religious composition 
both Persian and Arabic words have been used in religious and ethical passages. The 
Persian words like shikast (defeat), saaz (maker), raaz (secret), maah (moon), baalaa (above), 
and the Arabic words like zamaan (being surety for), Aaraam (unlawful), are used in describ- 
ing physical objects and relations. There are certain verbs also like Aunand, dihand which 
have been adopted for their condensed expression and for the purpose of rhyme also.* 


The Arabic words, however, are strangely enough nearly thrice the Persian words, 

These words are the Muslim theological terms relating to God, His attributes or religious 
state of mind in invocation, e.g., Allah (God, Most high) ; Raazig (Providence, Giver of 
the necessities of life) ; Kareem (The Giver of Grace, Generous, Munificient) ; Khaalik (The 
: ‘fatal 3 at Me gat am ate | 
at am fet GH Fae II 

Ta faqa frail waa Azali | 


sat «Fer swat i N. A., (179) 
Also seo N. A., (183-181). 


s: faaat faya sa Waal fata ddl sina 41 Gal a gaa ga are | 
ae g Wa ae Aut aad agar aii et aag cel Fz Aa AraC | 
Wea Aaa gy Jat cas Ala titer Fam A esa ara Paras waar i 
Sel Gar aaa feai sealal zt ANT aR az FEAR FT TEC SE ATAU I P.ch,, 1216) 


4 G@.G.8&., 2. a re 
5. Compare TABATA I Tet TATE A l 
| faagana || THaAAATA II Jap, (122) 
Also compare Jap, (120, 121, 123, 124, 127) 
6. arm at aaa & fe at at fader E aera ater & fe Aa at smd Fl a. v., woo) 
Also see Jap, (162). Kunind—Aorist tense of Kardon-to do. Dahind—Aorist tense of dadon-to give. 
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zeez (Dear, Valuable. Precious);. 


Creator): Raheem (The Merciful); Aajiz (Helpless, Weak); A 
Determined to accomplish) - 


Azeem (Great, Powerful in determination, Excellent, Rare, 
Ameek (Deep) ; Aleek (Loving) ; Kaamit (Perfect); etc,. 

In the Krisanavtar', a whole stanza 1s composed in Persian. While its diction iS 
Persian, the metre (Swaiya) is Braji. It indicates the poet's command over expression In the: 
classical language and his literary tendency to adapt classical elements to his poetic 
expression. In the Ramavtar’ also, there are several stanzas describing the entry of Ram, 
Laxman and Sita in Ayodhya, after the fight with Ravan, composed partly in Persian and 
partly in Braj. 

In the description of war scenes in the Krisanavtar the names of some warriors are, 
like those of Muslims derived from Persian or Arabic or both. For instance, Sher Khan 
(Persian) ; Said Khan (Arabic and Persian) ; Sayyed Meeru (Arabic and Persian) ; Sheik 
Sadigque (Arabic) ; Jaman (Indian) ; Nahar Khan (Arabic and Persian) ; Jharajhar Khan 
(Indian and Persian) ; Balbir Khan (Indian and Persian) ; Bahadar Khan (Persian) ; Nihang 
Khan (Persian) ; Bharang Khan (Indian and Persian) ; Jharang Khan (Arabic and Persian); . 
Wahad Khan (Arabic and Persian) ; Tahir Khan (Arabic and Persian).* 

It is difficult to accept the suggestion implied here that warriors in Tertiary age 
(Dwapar Yug) bore names of Arabic or Persian origin. They appear to be instances of 
anachronism. 

3. Sanskrit : 

A significant feature of the diction of the religious works like the Jap, Akal Ustat,. 
Shabad Hazare and Swaiya Sri Mukhbak is the use of Sanskrit words of which there is a fair” 
sprinkling in them, They appear to vary between ten and fifteen per cent. The terminology 
of religion and spiritualism, and names and words used in praise of God and describing 
man’s relation with Him, are common to all the vernaculars of India. They are found in the 
songs of Bhaktas and discourses of the ascetics and preachers. They are tatsam words 
borrowed bodily from the same source viz., Sanskrit. These words are also used in temples 
and religious discourses in the original form. Guru Gobind Singh, therefore, adopted 
words like Om, Brahma, Gopal, Hari, Narayan, Pratipal, Karta (Creator) ; Aroop (of no 
form) ; Chit (Conscious); Asi (sword); Asur (demon) ; Akapat (not deceitful) ; Akaam 
(without desire) ; Agaadh (Fathomless) ; Akhand (Indestructible, Perfect) ; Abaadh (Above 


harm); Abhit (dauntless), Hanta (Destroyer), etc. 

1, a QEt Fa Wea aeq Ff FA Ht FB UWEA | 
aq wa an ait ga faa atina fea wl a a GA Wea Il 
iat wa gals aaa eA a Bae AA MEA Il 


$<. 


are uttl wa g famiga wa gaa fa aa gar ll wa, coi) 
2, awl 46oael AAA If Waa ala AAT Il 
faa fea aut Za il ae Baca Fee Il R. A., (658) 


Also see B.A,, (655-657, 659-668) 
3. Compare K. A,, (1593, 1696, 1597, 1600, 1601, 1603, 1604, 1606, 1601) 
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There is another type of Sanskrit words which have more than one meaning and 
can be used in different contexts. Guru Gobind Singh used such tatsam and tadbhay words 


to enrich his meanings and add to his wealth of expression. For instance, 


Tatsam : 


Chakra (i) Form, a wheel—Chakra chihan aru baranjaat aru paat nahin jth," 
Thou hast no form or feature, no caste or lineage. 


(ii) A weapon, Sudarshan chakra—Chakra bakra phirai chatur chak maan hee pur teen.® 
Thy discus of authority revolves in the four regoins, and the three worlds bow 
to Thee. 


(iii) Realm, range, directions, sides—Chatra chakra karta.* 
Of the world of four directions Thou art the creator, 
Taan (i) Rhythm—Namo taan taane*. 
All hailto Thee. Thou art the highest rhythm. 


(ii) Expanse, extension, encompassing—Namo Paramtaanam.° 
Hail to Thee Who art all-encompassing. 


Tadbhavy : 


Baran (i) Colour—Namastam Abarnae.® 
I bow to Thee Who hast no colour. 


(11) Caste—Abaran hain.’ 
Thou art without caste, 


(iti) Beiog, form, figure, outward appearance—Ki Avdhoot barnai.® 
Immutable is Thy being 
Karam (i) Action—Aalisya Karam ® 
Untainted are Thy actions. 


(ii) Deeds—Nakarmam. Nakaa-ae. Ajanmam Ajaa-ae. 
Thou art above deeds, without body, birth, or issue, 


(iii) Rituals—Namastam Akarman 
I bow to Thee who art above rituals. 


There are some evidences of the influence of classical works in his composition of 


‘the Jap, There are certain words and expressions which put one in mind of the well-known 
classical verses in the Gita, the Ramayan etc. Such parallelisms are interesting to note,” 


1. Jap, (1). 2. Jap, (82). 3. Jap, (69). 4. Jap, (47). 5. Jap, (70). 6. Jap, (23). 7. Jap, (34). 8. Jap, (104). 9. Jan.(oar 
10, Jap, (100), 11. Jap, (5). Pr ( Ps a he Ps (104). 9. Jap, (93) 


12, (a) wa wa gla sitate sor | aa aa Se ata BAAR Il ch. as Intro (2) 
WW daa a BNA | Taz Aaa al aa saa | 1 (4 
Compare Bhagwadgita, IV (7, 8), See nike 88 for fext. “3 nine Veh 


Also compare 47 FA BE VA % aAt 1 arefe age saa wivarat 1 
eve sata se wet att | date fag fq ae at i 

aa aa sy aft fafra atin | eve sorfaty aaa Fe 1 

wea AIR aie gee | uate faa ate aq 1 

am freaé fang sa | wR aa at a I 


(6) Compare verses (2-28) of the Jap and stanzas 40 and 41 of the Gian Prabodh with 
vi feraha menfa adgefe Tam: II 
qa Ma Feet a xwaraala area: | 

fo) as alt ae aaa Ba BT sae || 

Compare ARETE fre sy afees l| 


Tulsi: "Manas, Balkand, (121) 


Bhagwadgita IT, (23) 
Jap, (81) 
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There are in the Nih-Kalanki Avtar four verses! in a form resembling DAUSKEE 
written in Gurmukhi script. These are attributed to Guru Gobind Singh. They are ethical 
in purport and describe the effect of sin on the mind, character and destiny of man. These 
verses echo the Sanskrit technique. Their form has greatly suffered in the script Owing to 
its inherent limitations or ignorance of the transcribers. 

4. Dingal: 


The poet of the Dasam Granth borrowed words not only from Persian, Panjabi, 
and Sanskrit but also from Dingal. The stories of battles were often sung OF recited by 
Rajasthani bards in Dingal. These stirring compositions produce heroic sentiments in the 
mind of the hearers. In order to produce heroic sentiment in his war songs, ballads and. 
other compositions, Guru Gobind Singh borrowed words from Dingal, words which were 
favourites with the strolling bards.? 

5. Avadhi : 


Besides his mother tongue, Guru Gobind Singh had picked up Avadhias a child 
while playing with boys of his age in the streets of Patna. These words clung to him like: 
the memories of his playmates which are as deep as life. Avadhi words, therefore, came to 
him spontaneously while composing his verses whether at Anandpur or at Paunta Sahib.’ 


Guru Gobind Singh knew many languages and had, as such, an instinct for using 
the right word at the right place. Like a jeweller he selected his words for their emotional, 


=_——_ — 


———— 


a Alaa Wal RH A BNA WAT AAA || 
PRA Oa fd a za atam sate | N. A, (64) 
wa aa mast aa ae a FAM |l 
qa yew avau ulad fad adie faucet || N. A., (65) 
aad AEG att ATE II 
arta «86 ad Sted Sfmt ana az N, A., (66) 
aaa gid Hin a A OAST II 
glad oo faasa «fam ae ae ofa N. A., (67) 
5. se Mn se a | Betta i me Te II R.A, (501) 
Also see R. A., (118, 124, 490,- 502, 509, 550) 
$A Cunipate ag fata dete ana a aa agfsar Fa i 
aq Fad ayy gata aizt = al TAA ata |l R. A., (827) 


qe we Ha A gat aa a BH ora at adl snag | 

TH WA Ra HA BAH BE HA TH A AAA II 

farnfa aia az aa ag We Fe ZACH A TAT II 

at sacra far gat ait H a seal aa atte aeraar | R. A., (803) 
ara elt aa fata art gat as araert araa sara art aaa 
qaelt Aga AME at ASTI JA ae Wea sare at ast ii 
Me et wea wae ert we) we cg are waa ame at art 


~*~ . * “, 
Me elt aaa ase at feat aa TA et Ged Aa AIT ATT II 4. v., (90) 
Also see R. A., (827, 842-844, 859, 862, 844); B. N., 1 (1, 92-101), IX (16-24), X (1-4, 8-10) 
XI (4-15, 54, 57, 59, 65-69), XTT (1-5, 9-12), ete. 
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picturesque or musical values. In verse No. 6 of the Chandi Charitra I', he says, ‘I shall 
adorn the Granth with appropriate use of selected and pearl-like precious idioms’. 


K 


He was a conscientious artist who had studied the values of words in different 


languages and used them in their proper context. For instance, 


te 


(i) 
(ii) 


(iii) 


(iv) 


(Y) 


(vi) 


. Bee the Appendix p. (xv) for text. 


In verse No. 24 of the Aka/ Ustart*, Jamin and Jaman are two Persian words used 
together, which lend picturesqueness to the meaning and music to the sound. 


In verse No. 53 of the Akal Ustat®, the words Jamin and Jaman are separately 
used with different musical effects. 


In canto I, verse No. 46 of the Bachitra Natak*, the words chamakka, seesiam, 
eesiam, bhookhanam, dookhanam add to the meanings of the verse and at the 
same time provide alliteration. 


In verse No. 155 of the Jap’, Samast-ul-juban, Sahib Kiran, Bahist-ul-niwas are 
phrases coined on the Arabic grammatical pattern. Bahist-ul-niwas and Samast- 
ul-juban are each a combination of a Persian and a Sanskrit word. whereas in 
Sahib Kiran both the words are of the same language ; Juban and Kiran, 
and Pranas and Niwas produce rhyming effects. The foreign words are more 
musical than that of Braj equivalents. The possessive termination ‘ul’ in 
a compound is not Known to Hindi but it is used here as a device for 
verbal music. 


In Swiaya No. 387 of the Krisanavtar*, the last word in each line is Panjabi 
introduced into Braj verse. They bend the Braji music to a Panjabitune. In 
describing a war-effect on the minds of combatants, the poet found this device 
more helpful in touching the emotion of his audience, 


In Swaiya No. 731 of the Krisanavtar’, the word sekan adds to the warmth of 
feeling and is more intimate than any other word. 


wa |= it qa ala aly Tat | Ch. Ch., I (6) 
qq a sda wa fala aaa aaa = Fa | A. U., (24) 


Also compare 


fadia sa & faa amaq ce Wa FI 


a mz t a ae & awe ae ea Fi A. U., (168) 
sel at il val at ll haat a i am 2a i A. U,, (63) 
auf 4 odzg aifaa | cea se faa tI 
Fata Yau || Aas TAZ Tai |) B.N., i (46) 


aadaasal & ou fe area fat & 1 
fe am sara & 1 afeagafaara & 1 


dap, (155 
waa a aa ai feed ca ure salt ar aq sia 1) seg 
mT eat sia a asa a seat fae at wey arfe aatar 11 
an ae fee at fae at ate & andl faaar aa air 
qe fag wa ga ome wat wan sis af fear ok a. csr) 
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(vii) The Persian words and phrases like sahro, aakal, jullafai, siaah, baanki, adaa-ee, 
sarvae sae-hee chamanraa, pur chusta jaanv tanraa, jaalamm phiaag deena, gul- 
chihar, used in verses No. 655-59 of the Ramaviar', had infiltrated into the polite 
speech of learned men and acquired a grace and dignity which their equivalents 
lacked in a place like the Panjab, dominated as it was in the beginning by 
Persian and had no written tradition of its own. 


“. A striking feature of his diction is the use of words for their picturesque effects. 
Such words are found abundantly in descriptive scenes, e.g. 


(1) In the Pakhyan Charitra? No 256, verse No.6 is the description of a forest. . 
There are fruit trees and others of many varieties in it. Of these the banyan is 


described as having long matted hair (jattiare) and the fruits are swollen with | 
juice (rassan sou pagae), i 


(ii) In describing a battle-scene in the Chandi Charitra LI, (verse No. 111), the poet 
tells us that the clouds of dust rose and covered the sky (dhoor udi nabh mandal | 
chhaayo) ; The battle-field was over-laid with the dead bodies of soldiers (poor 
pare) who had themselves slain many and now looked all-furious (ros bhare) 
in action, 

(iii) In the engagement or in actual fighting in Chandi Charitra II, (verse No. 162) 
action is described as resounding with the roaring of guns (takaa tukka topam) 
and the clashing of swords and shields (dhakaa dhukka dhaalam) slashing of 
bodies (tachha muchh), cries of soldiers in the confusion (halaa chaal beeram) 


rattling of spears (dhamaa dham saangam), the echoes of which are heard even 
in the netherland of snakes, 


L. aa Gf Mea ae || aa =oga ome | 
saz sll Fam || watt Baa aei & || R. A., (655) 
awe ae sau wk a a qa i 
aa at oa No wna daa sei t II R. A., (656) 
Seah | ITA ata Pe fase ait 1 
ways pas ast || tar gaa sei F R, A., (657) 
wal ad} aaa UW il qqaa wa aa zw | 
faa feat att gat il ae AAEM sel to R. A,, (658) 
faqat yas atari sera fers dar 
faa fem em gant u ae faetaex wet & 1 R. A., (659) 
i, Wa THA TAZA ae | fay Ben gaz afer i 
ast wer ae at i fafafa sa waa at ait I P. Ch., 256 (6) 
Gl we a a gh Rs wien grat : 
x x x x 
3, Cu aq wt aR SEU git qt wyty qeral II Ch. Ch., II (111) 
x. THST AT SageH se i aaaee At TH fare |) | 
east att aaratea ait |) ott erage ghaat aa ari 1 Ch. Ch., IT (162) . 
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vi) Again describi 
(vi) Ag esctibing a battle in the Ramavtar}, the poet says, ‘the arrows fly thick 


in the skies (challae baan rukkae gain) ; the soldiers are drunken with the wine 
fe fury (matiae soor); they have blood-shot eyes (ratfae nain) ; the drums are 

eating (dhakkae dhol) ; the shields ward off the sword-cuts (dhukki dhaal) ; the 
arrows shoot like meteors (chhuttae baan utthae jawaal) ; smeared with blood 
they come reeling down to the earth (bhiggae sron diggae soor) ; the conches are 
blowing (bajjae shankh saddam gadda) ; the conches, cymbals and bugles are 
making a hell of noise (taalam sankh bheri nadda) ; the armours have broken 
(tutiae lraan) ; the limbs too have been broken (phuttae ang): warriors are 
fighting to death (rujjhae vir jujjhae Jang); the soldiers are raging with wrath 
(mache soor) ; the heavenly maidens are dancing (nachi hoor): the madness 
is frightening the people on the earth (matti dhoomma bhoamipury’. 


Paes Another feature of his diction is the use of onomatopoeia. In describing war- 
© poet needs such words the sounds of which echo the actual sounds of the battle 
For example, 2 


(7) 


(ti) 


are croaking (chikar) ; the trows are cawing (Kahikka) ; the swords are rattling 


————_a, 


: ea Chandi Charitra II, the poet says, ‘The crows caw (kah kah su kookat 
ankiyam); the heavy weapons produce dull sounds, (bahi-bahat) ; the swords 
clash (lah-lahat) ghosts utter weird sounds (gah-gahat) ; the drums are beaten 
(dah-dahat) ;_ the rattling spears are brandished (lah-lahat) ; the brave warriors 
ee defiance (babkant); the arrows are discharged (chhutkant); the 
So lers are stunned (haharant); the war drums are reverberating (dahkant) ; the 
ae wailing (kah kahak kookat); the creakings of the bows rise high 
araak Karmukam udham) ; the spears smite hard (saraak) : co 
are : > countl 
rain in showers (barkhiam) ; etc’ we 
In the Bachitra Natak, he says, ‘The witches are squeaking (dahikka) ; the kites 


wet aM eh FM at at A Aa I 


oF% cit geet ala il gt am ss all oka (551) 
haat ang fet qc ae ym gat gt i | 

asst Ga OF az ll Tae Fa RF az | R. A., (552) 
GF AMY FE OT Nl GSH A eH sim |) 

wT at az ato at aA qa ae R. A, (558) 
*e FEY TRA HHT 1) aleaea Ae g data | 

werd au fearad || venga Fa ward | Ch. Ch., 1 (133) 
Steed Sat SHA || Heed An adeq |) 

aaa al wet || ata ar gata | Ch. Ch., IT (134) 
ectaq aM BUM || eta Ba warn | 

2th STHe Sout (| Sehet tq SEUNG II Ch. Ch., IT (135) 
eG MAF TT 1 Ase edd AT 1 : 
fasia arta Waa || fad alz qa || Ch, Ch,, 1] (174). 
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(bajjai); the skulls are clanging (kholam kharakka) ; the guns are thundering 
(taraak) ; the spears are striking (saitham sarak) ; the soldiers are being pushed 
and driven about (dhakkam dhahaaky 3 
In the description of scenes of nature and the physical appearances of his heroes 


and heroines, he lavishes well-selected epithets that produce the effect of beauty and 
Sweetness, ¢.g., 


(7) 


(ii) 


(iii) 


(iv) 


The trees were blossoming (phool rahae); the flowery creepers (phool lataa) were 
clinging (laptaaee) to them ; the lotus flowers were blooming in the tank full 
of water (phool rahae sar saaras sundar); the splendour (sobha) of all had 
increased (adhikaaee).* 

The fragrance of the flowers was floating in the air (baas subaas akaas mili) ; 
the inhabitants of the land looked gay and merry (baasant bhoomi mahaan 
chhabi paaee) ; the cool and scented breeze was gently blowing (seetal manda 
sugandha smeer bahai) ; It was heavy with the pollen of flowers (makrand nisank 
milaaee) 3 

The water, the air and the sky and the earth are burning like fire (neer smeer 
hutaasan ke sam aur akaas dharaa taptaaee) ; no traveller is seen abroad (panth 
naan panthi chalae ko-oo) ; the birds are looking up for a spot of shade (taroo 
taak tarai tan taap siraaee).' 

The hot wind is blowing strong (paun prachand bahai ati tapat); the mind is 
restless and tossing in all directions (chanchal chitta daso dissi dhaaee) ; all men 
and women are confined indoors (bais avaas rahae nar naar); the flocks of 
birds look for shade and water (vihangam vaar su chaahi takaaee). 

The tanks are brimful of water (/aal bharae jal poorani sou); the streams are 
falling into the sea (aru sindh mili sartaa sabh jaaee); lightning is likewise hidden 
in the dark clouds (taisae ghataan chhataan milee) ; the Papeeha (hawk-cuckoo) 
is raising its haunting cry (ati hi papeeha peeyaae taer laagaaee).® 

The black bees were droning over Ram’s cheeks (gunjat bhring kapolan oopar) ; 
the curly hair gambolled like snakes (naag lavang rahae liv laaee) ; the banana- 
tree at the sight of his leg, the deer (Kurang) at the sight of his eyes, the moon 
(kalaanidh) at the sight of his face, the tiger (kehari) at the sight of his waist, the 
cuckoo (kokil) at his voice, were all struck with wonder (hair heeai haharaaee) - 
the children who had a look at his face would not lie in the beds (baal lakhain 
chhab khaat paraen nahi) ; the travellers could not proceed on their way (nahin 
baat challaen); they were looking at him more and more (nirkhae adhikaaee), 


cima cetee alae faa || ae wetes fe asst gan I 


aim wastes gate asf at wee are wee po. xr cy 
K. A., (914-918) in the Appendix, p. (iv). 


az qat ow ae wa at aa ae fre wUe il 
Tat fi aida Ft am wan we eae II 
aa oan | owetta «Hee aa Rt ECRETIE I 
ey “~y rast “y ~ . 
at wa gt we w afe ae aa face sta i R.A, (54) 
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5. When he finds that the words, at 
wants them to, he compels them to yield the desired sense. 


Word Original meaning Desired sense 
l. Asipan Holder of a sword God 
2. Asidhar? Bearer of a sword God 
3. Asidhuj With sword as flag God 
4. Asiketut With sword as flag God 
5. Kharagkeru® With sword as flag God 
6. Shastarpane' Holder of a striking weapon 
( Shastar) God 
7. Astarpane? Holder of a missile weapon (Astar) God 
8. Sarabloh® All-steel God 
¥. Bhagauti® Goddess Bhagwati Sword 
10. Tapodhan The merit of ascetic-practice Ascetic 
Il. Shri Kharag™ Respected sword God 
12. Akal® The timeless God 
13. Mahaloh The great-steel God 
14, Kal" Time God 
15. Akal Purakh® Timeless person God 
16. Kal Purakh Time-person, Regulator of time God 
17. Chakarpane® Holder of discus God 
18, Dhanurpan® The great-archer God 
19. Keer An insect An humble 
servant. 
20. Bhav The world A birth 
21. Mahakal* The great-destroyer God 
22. Tan® Body With 
23. Bhaye® Passed With 
24. Kalika™ Goddess Kali God 
25. Sarabkal* Ever-present or All-destroyer God 
26. Chandika* Goddess God 
27. Deg Teg* A cauldron and a sword Free kitchen 
and war 
28. Chhattrang Chhatiri® The best hero (Warrior) God 
29. Sattrang Pranasi® The destroyer of enemies God _ 
1. R. A. (863). 2. 8b. H,, (4). a. BL Gh, 405 (831,) LER. 406 (367, 375), 
5, PB. Ch., 406 (401). 6. Jap, (52). 7. Jap, (152), 8. A. U., (1). 
9. Ch. V., (1). 10. P. Oh., 81 (70); A. U., (261), 11, B. N, 1 (1). 12. Jap, (84), 
13, Ki. A., (487). 14. B. N. I, (101). 15. Jap, (84). 16. B. A,, (4). 


17, B, N, I, (89), 
21. P. Ch., 266 (124). 


25. B.N.X1V 
29. Jap, (197). 


ART VALUE 


, (1, 4, 7), 


18. Sh. H., (4). 
22, Sh. H., (10); P.Ch., 405 (399). 23. R.A., (844), 
26. Ob, Oh,, I (233). 
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his disposal, do not convey the sense that he 
For instance, 


19. B,N., VIII, (24). 20, BLN. Vil, (2) ; P. Ch., 405 (3) 


27. K. A., (486), 


24. A, U., (252), 
28. Jap, (106), 
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Word Original meaning Desired sense 
30. Shri Bhagauti? Respected deity Sword 
31. Sarangdhar’? Holder of a quiver God 
32. Banpanam® Holder of an arrow God 
33. Kharagpanam' Holder of a sword God 
34. Kharagdharam Holder of a sword God 
35. Sahib Shri® The great Lord God 


6. Sometimes he would change a word in order to modify its meanings. A few 
instanc:s from the Jap’ are given below : 


Original Modified Original Modified Original Modified 
word word word word word word 
Bhekh Abhekhae Bharam Nribharamae Varga  Tribargae 
Lekh  Alekhae Des Nridesae Sarga  Asargae 
Kaayaa Akaaye Bhes Nribhesae Jaat Ajaatae 
Jaa Ajaaye Gaah A gaahae Paat Apaatae 
Karam Nrikaramae Baah Abaahae Mazhab Amajbae 


7. He would sometimes change the spelling or the form of the word to extract 
romantic or musical value from it. Here are some instances from the Ramavrar.s 


Original Modified Original Modified Original Modified 

word word word word word word 
Jutae Juttae Tang Tangam Bajae Bajjae 
Veer Veeram Bhagae Bhaggae Gajae Gajjae 
Chhutae Chhuttae Lagae Laggae Nagaarae Naggaarae 
Teer Teeram Pikhae Pikkhae Hool Hutlla 
Phutae Phuttae Dharam Dharmam Hool Hullalam 
Ang Angam Dhaam Dhaamam Kalol Kalolam 
Tutae Tuttae Bankae Bankaarae 


8. Not content with a mere modification of words he would coin new words 
because the musical and other effects he wants to produce can best be achieved by such 
coinages. The following words in the Chandi Charitra I] and the Ramavrar coined by the 
poet produce musical effects : 


Taagardang, Baagardang, Kaagardang, Bhakaabhunk, Dhakaadhunk, Damaadam, 
Dakaadunk, Rarae, Kilakk-kar, Dhamadhhamma, Dhaladhukka, Sata satta, Khaha khoon.® 


1. K.A,, (2237). 2. G. P., (35), 3, BN. T, (86). 4. B.N. I, (3); G. P., (29, 35). 
5, B.N-I, (85). 6. A. U., (26). 7. Jap, (3,10,14,17). 8 R. A., (798, 118), 
9, aise dt ase art |) asin eral. ser Gear 


Age A ase AH 1) Agi At ween TH II 
Wes HI zara ci | wae fd we ece Feat 1 
enteta eae eaiga de uw fie fag fever am 1 
CHa Sle SaIgFH Stat || Mel Fe AS es att ara |) 
qlee Sa Get alaaui || gz aw aw ss aa aw | 


Ch, Ch., Lf (117) 
Ch, Ch., O (125) 


Ch, Ch,, IT (213} - 
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Trin-nin Teeram, Brin-nin Beeram, Dhran-nan Dhaalam, Jran-nan Juaalam, Tatta Teeram, 
Babba Beeram, Dhadhdha Dhaalam, Jajja Juaalam.1 


9, Occasionally he resorts to polysyllahic words or compound epithets to enrich 
his expression by condensing more values than one together, for instance, 


(a) 


(0) 


(c) 


Rozi-Razaakaj? Giver of bread Dait-Darni® Demon-slayer 
Raheemai-Rihaakai® Merciful and liberator Garab-Harni® Pride-killer 
Saahaan-Shah' King of kings Palangi-Pivangi" Riding 4 tiger 
Raajak-Raheem® Gracious providence Sarbam-Kali® Death of all 
Sarbatra-Maaneeae* Universally-adored  Sarbam-Dali® —_ Destruction of all 
Rajaik- Yakeenai’ Sure providence Satru-Charbaini® Enemy-grinder 
Siam-Barni* Dark-complexioned  Char-Chitangi® | Tatoo-limbed 
Deer-eyed, cukoo-voiced, heart-stealer, having elephant-gait, honey-tongued, 


Moon-faced, with the best intellect, destroyer of vice, cupid-like splendoured, 
beautifully bodiced, etc., 


Often these compound epithets are hybrid expressions made from two 
languages, @.g., 

Raajul-Nidhaane“ Refugee for all Karaman-Kareem® Merciful in action 
Kaaran-Kunind* Giver of means Ajbaa-Krit® Of marvellous appearance 


The wealth of expressions is further enriched by the use of idioms, common sayings 
and epigrams * 


Profi at | fafoen AT |) eu Stet || TTT Sara sR, 4. (588) 
aH Naa aA i cee Slat AST «Fae ORLA, (641) 
farted 1 arate || az || aad || — Jop., (102) 


Also see 
a mE ae He Tiaa gars aaafars io sup, ams 
aa ate Waar aT Sil Aimar fea Ei Baia fsa Fl sap., (176) 
2. Jap, (108). 3. Jap, (103). 4. Jap. (109). 5. Jap, (110). 6. Jap, 111), 
7. Jap, (123). 8. Choth., 11 (248). 9. Ch. Oh. 1 (248,. 10. Ch, Ch., 10 (253). 11. Ch. Ch,, 1 (254). 
12. Jap, (110). 13. dap, (119). 14. Ch. Ch., LT (253). 16. Ch. Ch., 12 (254). 16, R.A., (593). Text on p, 89, 
17. Jap, (123). 18. Jap, (109). 19. Jap, (110). 20, Jap. (i8v) 
a1 (a) sayy Saal fa aw aal sa uA asa AE gEIT 1 


= faal saat aa & fase a aa % a Ble AAG NR... (380) 
2 > os 

ag et aa far wa a da a i 

Fal aati at aq ae faafta Il) P. Ch., 21 (28) 

St Ua a ate wus il Weal Ailz ay Rie Il P. Ch,, 190 (2) 
Hl eal at 44 qua STaIaz | at Ba la Hl fag AL qgalae [| P. Ch., 192 (6) 
Wz Tart Ww 4 qa \| ae la a Yaa ala i P. Oh. 292 (21) 
ax a Ta | al AA ll BE A ALA UW FE A AAT II y.a., 160) 
we ae ie asi ae yt il ast aa Ha babe BITET | Ch. A., Nar Naryan, (15) 
arat & Heft % qa a fan va seat faa at gla Tar 


qt det Fat Al My a BA afzat wa A awa tl K.a., (1641) 
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It is clear by now that the poetry of the Dasam Granth is remarkable for the bas 
of its expressions. The resources of Braji have been supplemented by appropriate words 
from Sanskrit, Avadhi, Dingal, Panjabi, Persian and Arabic. Two main effects seem to 
have been achieved in the choice and treatment of words: music and mee RAR 
Words have their own magic of the scene they create and the harmony that they cag a 
emotional experience. The craftsmanship in the Dasam Granth is evident from the felicity 
of phrase and the inner rhythm that they create within the line, | 

~ zat ou oa ae STANT II 


at waa mz a AT = i I. N., (16) 
a ata taal i gart art arael | 
se a \ oa aaa Hed | B. N., IIL (11) 
(b) at aiaa ge um t faa faa ty ate I 
wa X waa atin fas sa A faa ale il B. N., VI (60) 
ga oyafe ar ama H get wa aft a Il 
Sq wea & yatta Wad 2 nda Il K, A., (2458) 
gaa aitda faaa & gaa gH FH TUT Il 
fas een fafa aa t ak ae S FM Il IK. A., (2437) 
wH %Z ze sa t am ag aa faq il 
cg g a ge we aa Be faa il P. Ch., 33 (41) 
aqat se af A uw at aa ll 
fag A sag a urftate wa a fate Fag ll P, Ch., 38 (42) 
ua oat fda = FI Bt Fel BNE Il 
aa fra @ fagueate afaa faa aft mz Il P, Ch., 108 (49) 
a wl ga at da aft aa a ll 
qa «otal eat ad qa ama wa ll P. Ch., 183 (19) 
ja oda ae ad ga at Wa FAK ll 
We gfe at at et oafe satat Wm ll P, Ch., 192 (18). 
Sah gan sist gm fart sg aife 
sq ame @ aa wie feale ana & aife I P, Ch.y 244 (9) 
ay aa & gaa ay afaga ak faa i 
WAI wa fate KW Bgl aN aa ATA faa | P, Ch., 266 (60). 
af ai ama fifa a gaa a gwedle Il 
fae. fads waar mel ‘Aad os Ale Il P, Oh, 16 (43) 
faa ay we Wiad gt Ht Fe gay ll 
at wat sa mat gq at at amt Ws Il P. Ch., 297 (7) 


aq wat at zerds a qatag i at aa staat fea aie aga afAa Wp. ch., 242 (7) 
af af ufa af walt aT a ag Ta Il 


ay fawa war mt FA Fa A AA Il B, N,, LE (35) 

Sq gaa fan & aU 3a aa ag tA Bary II 

ata qt Tz ute ala \| Tag Tt ate hel qr ll P, Ch., 336 (5) 
faa ge fae % eft eqrat | ar Fat fare afe sat ll P. Ch., 315 (10)- 
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DEscrRIPTIONS 


Most of the verse in the Dasam Granth, as noticed above, is narrative. A literary 
account supplements a narrative with description. Descriptions lend realism and diversity 
to a narrative. The objects of descriptions are persons, places and actions or activities, The 
Natrative verse in the Dasam Granth offers considerable scope for portrait-painting, account 
of actions, descriptions of War-scenes, aod treatment of nature. The description of the 
beauty of Ram! and Sita?, Krishna’ and Radha‘, Datta® and Ansuya*, Paras Nath? and Durga® 
are matchless examples of portrait-painting. Krishna’s sports*, acquatics”, Raas Lila", gopis 
In union”, gopis in separation", the march of an army", a procession of women and another 
of Kamdev" are remarkable examples of the descriptions of a group or of a moving pageant. 
The splendour of the court of Aj in Vyas Avtar is matchless in its glory of Swyamvar.” 

The poet has further employed this method in the description of ugliness as well, 
The personages of the army of Abibek are both ugly and handsome. The poet has lavished 
all his resources on the description of the physical as well as symbolical attributes of Abibek, 
Kamdeva, Basant, Hulas and Anand on the one hand and that of the ugly or grotesque 
figures of Alas, Kalaha and Vair on the other. The portraits of Paras Nath*, Kam Dey*, 
Basant® and Hulas® are striking for their beauty, both natural and symbolical, those of 
Abibek,” Bharam™ and Alas™ are examples of the grotesque art. The pen picture of Anand™ 
is remarkable for artificial or ornamental beauty. The poet has an eye for the details which 
are not only significant in chracterization but also notable for telling their physica] charm 
or emotional appeal. These pen-portraits remind one of similar pictures drawn by Spenser 
in his Faery Queene wherein he follows both Chaucer and his Italian predecessors. This 
resemblance is striking in view of the fact that there is no evidence of any literary affinity or 
contact. Human culture develops in different regions in its own way and yel on the same 
lines, revealing an essential identity of human evolution everywhere. 

The poet has not failed to add to physical and emotional details any traits of 
character if the figure is important as an allegorical virtue or vice. These portraits which 
are about a hundred in number are divided into two processions, frozen into the respective 
attitudes. Dhiraj* in Chhapai metre in a six-line stanza and Abibek” in the same metre 
would help us to appreciate the poet’s art, 

The description of war is a favourite theme in most of the works of the Dasam 
Granth, The verse in such descriptions echoes the action; and the sound effects produced are 
matchless. The subject has already been treated in chapter III An attempt would now 
be made to study the treatment of nature in the different sections of the Granth. 


—— 


1, See page 87 for text. 2. See page 87 for text, 3. See page 88 for text. 4, See page 88 for text, 
5. D. A., (34-62, 65-77) See page 12If. 6. .A., (13-19, 25-38, 292.349), 7, PN, (7-90) Also ses page 124, 
8. P.N., (21-24, 45-74), 9, See page 83, 84, 10. See page 84 for text. Il. See page 85fn fer text. 

12, See page 88 fortext. 13. See page 9 for text. 14. See page 122 for text. 15. See pape 122 for text. 

I6, P.N., (7-21), li, See page 116f for text. 18. P.N., (7-20). 20. P.N., (171-72), 

21. P.N.. (173). 22, P.N,, (169). 23. P.N,, (176-198). 24. P.N., (179 .221,) 

25. P.N., (174-5). 26, P'N., (289). =7, P.N., (169), 
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(j) DESCRIPTION OF NATURE 


Nature forms often a back-ground to the activities of man. Man’s inner character 
sometimes reveals itself in the company of nature. The creative energy of nature delights 
the heart in its happy moments. It soothes in distress by its healing balm. The primitive 
in man and nature are closely inter-related and for this very reason nature has a dominant 
place in poetry. Broadly speaking, nature is treated in poetry in four different ways. The 
first category may be styled as description of nature for its own sake. Such description aims 
at the portrayal of nature alone. In the second category, the poet projects the emotions of 
his hero and heroine and sees them reflected in nature. This is the emotional treatment of 
nature. Here, according to the varying moods of the hero and the heroine, nature is shown 
to share their joys and sorrows. In the third category nature serves as a background to 
the activities and emotions of men, as in novels and in epics. In the last variety, the 
phenomena of nature are employed as a mere decorative device, figuratively or by way 
of illustration. 

The description of nature depends upon the disposition, emotions and thoughts of 
the poet. Somewhere he realises in it the inevitable loss of providence, else-where he 
experiences cruelty, intoleration, harshness in nature, and in yet other places he finds 
sympathy, co-operation and elements of spirituality manifested in nature. Thus the various 
aspects of nature depend upon the disposition of the poet. He seeks the reflection of his 
Own disposition in nature; and seeing it in the desired form, he describes it as it suits 
his purpose. 

In no period of the Hindi literature, other than the modern period, is there a synthetic 
configurative and free description of nature to be found. There are mainly two reasons for 
this; Firstly, Sanskrit masters took nature as an excitant and out of the infinity of natura! 
phenomena, they selected forests, gardens, lakes, the six seasons, efc., for their descriptions. 
Hindi inherited Sanskrit literature in theory as well as in practice. Hindi poets, where they 
adopted other things of Sanskrit, also adopted this view in regard to nature. Secondly, 
some Sanskrit books, for example, the Alankar Shekhar of Keshab Mishra and the Kavya 
Kalpa Latta Vritti of Amar, were written to initiate new poets into the technique of poetry. 
In these books novices were instructed as to how to describe particular features while 
describing a phenomenon. These books also influenced Hindi poets, the result being that 
while describing a landscape or a phenomenon, they have catalogued things instead of 
presenting them in configuration. Hence in the Hindi literature, there is a paucity of the 
true depiction of the genuineness, beauty and uniqueness of nature. 

In the Adi-Kal, considered by some as heroic age (Vir Gatha Kal), of the Hindi 
literature the dominent interest of the bard was war. His objective was to create heroic 
sentiment in his people. There was, therefore, no scope in his Rasso poetry for the 
treatment of nature for its own sake. He, however, employed nature generally as the back- 
ground of human actions', as an excitant® of the human feelings and as a standard of 


1. Compare P. K., VI, 94, (29) ; P. R., VI, (14, 15, 16, 17). 2, Compare P, R., VI (337, 339) ; P. R., XXV (85, 46). 
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comparison‘ for human (feminine) beauty which generally was the cause of war. Of these 
the last use is extensively found but it was more or less conventional, having been borrowed 
from Sanskrit poetry. Chandra Bardai’s Prithvi Raj Rasso is a case in point. In the Bhakti- 
Kal, the main theme of the poets was the union with God and to create the sentiment of 
pacification or resignation. Kabir was a mystic poet. He did not employ outward nature 
in his poetry. He, however, used nature as alankar or standard of comparison, The soul 
and God are compared to Chakva and Chakvi*. In Jayasi’s Padmavat the devotee has to pass 
through a great many obstacles like a lover to find his beloved. He uses nature as an excitant 
both in separation and union.’ In sa@gun school of thought, nature is employed as a back- 
ground and an excitant. In Tulsi, we find the description of natural scenes associated with 
Ram! and in Sur with the scene where Krishna had sported.* But in both we find evidence 
of a personal minute observation of nature. The conventional descriptions are absent. Both 


Tulsi and Sur have also used nature as a standard of comparison in the a of the 
beauty of their heroes and heroines, 


In the Riti Kai, the main theme of the poets was the description of eros. Their aim 
was to describe the coquetry and beauty of heroines dwelling in the luxurious atmosphere 
of royal palaces. Therefore, nature is seen to have been exploited to the utmost asa 
standard of comparison of human beauty. Nature is seen to have been further employed as 
a stimulus of the erotic sentiment in the description of seasons and the twelve months, just 
for the sake of exciting the emotions of the hero and heroine. Independent descriptions 
of nature are simply absent in this period. But wherever we come across descriptions of 
hunting, gardens, erc., we find, they are all conventional, The master-poets had laid down 
the forms of poetic compositions and according to them the poets could describe the scenes 
of nature with their eyes closed. They never felt the necessity of personal observation and 
often their descriptions bristled with flaws of time and place. Their knowledge of nature 
did not come to them by experience. Jt came through ancient literature of Hindi poets, in 
theory as well as in practice.’ In the Dasam Granth, also, descriptions of nature fall within 
this conventional category. Nevertheless there are certain examples of descriptions which 

do credit to Hindi poetry. 


1. Compare: aa aia watz gaa 11 faa aa ae fara of P. R., Samaya 50 
2. Compare K.G., 13 ; =i V., 3, (18). 
| fas ta oO ote) fatter K, V., 18 
‘, me een fare tate | 
say an if ae ad i fafsawm gag fafamay 7.6.8 


qq add aad w_ We | g we Fa Fara aes | 
aqzaq ie sfeft aia arm | age aa feta af TT I 
wan at at afer arg | watainie fara ite 
qe) = Fae | aa at aa faa ga oat F.G., 168 


Compare description of Chitrakoot in Geetavali : Ayodhya kand, (59), 
Compare Bharmar geet, (163). 
Hindi Kavya Men Prakriti Chitran, 186. 
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ms [Is } 


Digitized by Panjab Digital Library | www.panjabdigilib.org 


288 THE POETRY OF THE DASAM GRANTH 


Treatment of Nature in the Dasam Granth 


Nature has been treated in the Dasam Granth in five important ways, nature as an 
excitant, nature as an inexhaustible source of a/ankar, nature as an entity, personification in 
nature and lastly nature as pervaded by the supreme Deity. In the Hindi poetry, nature has 
also been treated objectively as a source of sentiment (Aa/amban) or as a source of moral 
wisdom. But these two do not find any significant place in the Granth. 


I. Nature as an excitant : 
As an excitant nature has been described both in the poetry of union and separation. 
In union the Malaya breeze, the cool moon-shine, efc., increase mutual attraction but 
in separation all the activities of nature fan the passion of love-lorn people and make them 
unhappy. 


In the Indian Poetry, nature as an excitant has been mostly employed in the erotic 
Sentiment pertaining to separation. When, inspite of lofty love between the hero and the 
heroine, he or she does not find consummation in union, we have the erotic sentiment proper 
to separation. Man experiences joy and sorrow in nature according to his prevailing mood. 
While the mind is perturbed, the cooings of cuckoos upset it. The full-blown rose flower 
looks like a burning coal and moon-shine appears like a snake. 


A griet-stricken woman has it as her heart’s wish that the whole nature should share 
her sorrow. She desires that all the vegetation in nature should languish ; trees should shed 
their glory. All couples should become separated even as her own person has become 
emaciated by separation, even as her own delights, her spirit and enthusiasm have become frost- 
bitten. The sweet cooings of pigeons immersed in happiness appear distressful to the spouse 
atid she derives consolation from the distressed calls of separation of the female cuckoo. 


The very elements of nature which aggravate the pain of separation enhance the 
feelings of love in union. In separation the Malaya breeze of the spring and the soothing 
form of nature in her vernal bloom, torment the heart, but in union they excite the emotions 
of love. They thrill the heroine ever and anon, while she is in a reminiscent mood about 
the delights of union which is about to come. 


Thus we see that in the excitant nature itself has no existence, whether in union 
or in separation. Nature has but one usage and it is to arouse the emotions of mind. This 
employment of nature has been availed of, right from the first poet up to the present day. 


Love in union has two main usages. Firstly, nature increases the exhileration of 
the mind, and secondly, it becomes an object of physical enjoyment. The phenomena 
of nature enhance mutual charms when the hero and the heroine are united. Cool sweet- 
scented breezes, moonlight, bank of the waterfall, the rustling sound of leaves and the 
cooings and-chirpings of birds, infuse a certain intensity, taste and sweetness in their 
mutual attractions. The hero feels the attraction in full-blown flowers, pairs of birds and 
trees and creepers. The whole nature appears to him full of delights. Rivers appear to 
him as if they were going to meet their lovers in flurry. Trees appear to embrace their 
beloved creepers and birds are seen absorbed in their mutual love sports, 
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In the Krisanavtar of the Dasam Granth, there are two poems called the .Barahmah 
(Calendar). They furnish striking examples of the use of nature as an excitant. The spring 
and the rainy seasons have been conventionally described as excitants of erotic feelings. The 
full bloom of the plash trees, the humming of bees, the blowing of the pleasant breeze 
induced Nandlal to play on his flute whici attracted his friends towards him. 


‘In the rains, the rolling clouds and the downpour present a beautiful spectacle. The 
Chatrik (pied-cuckoo), the pea-cock and frogs pour out their hearts to the symphony of 
the clouds. The gopis’ love for Krishna grew intense and they sported with him,’ In the 
month of Maghar, too, the erotic sentiment is given a sharp edge by the piercing cold, and 
the comfort is sought by entwining the person of Syam with the.gopis’.* In his company the 
spring, the rain, and the cold winter were pleasant. But in his absence each of these 
becomes very painful.’ In the month of Jeth, the atmosphere and the.earth become heated, 
travellers cease to travel and the birds hide themselves in trees. In the oppressive season, 
the lonely heart in love becomes excessively uneasy. The feeling of separation is further 
aggravated by the inclement weather.’ This sense of separation is further heightened, as we 
have seen above, in Bhadon and Katak,’ Even in the autumn when the clouds have turned 
white, the nights are clear, the heart of the separated beloved is over-powered by loneliness.® 
In the month of Pokh, the dreariness of heaven and earth makes mortals'look dismal. In 
the increasing rigour of the season, there is nothing to soothe the heart, The bodily frame 
languishes like the lilies, and the heart pines for the hard-hearted one.’ When Phalgun is in 
its full swing, happy house-wives are radiant with love; they scatter rose, abir and guilal, 
Their dupattas are saffron-coloured. The whole spectacle looks like Cupid aflame by 
contrast. Theforlorn woman is most troubled at heart.” 


This form of poetry from the beginning of Hindi literature even to this day is 
still being attempted. The treatment is more or less conventional, But there can be no 
doubt here about the sincerity of the artistic treatment. 


2. Nature as a Source of Alankar : 


Nature is an endless source of beauty in its variegated aspects. In order to enrich 
his expressions and to lend beauty to his meaning, the poet has always selected his 
decorative devices, in the very first place, from nature. The numerous sounds and sights of 
endless phenomena suggest endless comparisons. In the Dasam Granth also many such 
comparisons have been employed in the descriptions of human face, battle-scenes and other 
impressive activities or movements of this life. The poet seems to have observed very 
numerous shades of colour and movement, both the natural and artificial scenes of life. He 
has carefully ransacked the skies and the bowels of the earth to illuminate or enrich his 
expressions. In his alankars we find such vast objects of nature as the sky, the sun, the 
moon, the clouds ; such remote objects as the snow ; such fleeting phenomena as lightning. 


1, .K.A., (867-93, 914-26), Por text see Appendix p. (i-v), ay 
2, K, A., (879). 3. K,A,, (872). 4. KK. A., (876), 
5, K. A., (873-76). compare : Toun samai sukhdayak thee rit ausar yaahi bhaee dukhdaa-ee. 6. K, A,, (916). 
7. K.A,, (919-922), 8. K.A,, (920). 9. K.A,., (923). 10. K. A,, (935). 
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In his comparisons enter birds like pigeon, parrot, crane, cuckoo, swan, é/c. We meet deer, 
and lion also. Wecome across fish. Weseem to smell the fragrance of lotus, champa, 
malati, and sandal wood. The poet brings in the use of even silver, gold, quicksilver, crystal 
and saltpetre for his comparisons. The vast objects of the earth like the Sindhu, the 
Ganges and the roaring ocean are also used to elucidate the sense of power embodied 
in the objects of his descriptions, Here are a few verses to illustrate the use of nature in 
alankar in the Dasam Granth. 


(a) In order to relieve the burden of the earth, the Lord of the Universe after deliberation, instituted 
war. 
The trumpeting of the intoxicated wild elephants is the thundering of clouds ; white tusks of the 
elephants shine like the rows of white herons preceding the dark clouds, 
The warriors with armours on move about; the brightness of their swords is like the gleam of 
lightning. 
; The hosts of demons marching against the gods are like the clouds gathered in the sky.’ 


(b) One day the Maharaja saw a beautiful maid-servant. 
She looked as if she was the lovely moonlight taken out of the moon. 
He took her to be the lightning or the creeper of knowledge , 
Or the manifestation of the internal beauty of the lotus flower. 


Or a garland of flowers, or the moon-light ; 

Or Padmani in beauty, or like malti ; 

Or born of flowers or was raibeli in blossom. 

Her body emitted the fragrance of champak. 

Or she was celestial maiden walking the earth ? 

Or a dancing damsel from the heavens frolicking freely ; 
Or she was Rudra moving about in the garb of a girl, 
Or she was a betel-leaf or a lotus-stalk duncing, 

Or strains of music woven into her frame. 

Or Formless had created her the queen of women. 

Or she was the daughter of Nagas or she was Indra’s spouse, © 
Or she was Sankhani, Chitrani, or Padmani.* 


1. Oh, Ch, (62) ; see pnge 59, for vext. 
a aat oarddl Fae area | aa ae % ae oder faa 
ae daar an fafear war at i fear ea a abA Arar Tara WN a. p., sy) 
feat Tana Aa Aur at ii feat saat A adt aret a 
feat geq qa Gal Usa i at a Ft ay AN Feet a. v., (sy) 
feat 2a staan fet ata att || fear azedt feat fas weiter 1 
fat ez Ta faR oats art || feat ca Wa Aa ssa Ae I oc. P, aso) 
far um aa ct i eg | fear gate war Sl ow WI 
fara am Haar feet aaa = \| fat Gaal tfaadl eal = il @. P., (191) 


Digitized by Panjab Digital Library | www.panjabdigilib. org 


ART VALUE 301 


(c) Like milk in Chirawadh, like buttermilk in Chhatraner, like moonlight on the banks of Jamna ; 
Like.a female swan in Turkey of the Shias, like diamond in Husainabad, like the stream of the 
Gaages when it blendeth with the seven seas ; 
Like quicksilver in Palagarh, like silver in Rampur, like saltpetre in Surangabad ; 
Like champa flower in Chanderikot, like moonlight in Chandagarh, Thy praise flourisheth like 
the malati flower 


3. Nature as Background : 


In the Krisanaytar nature provides the background against circular dance of Krishna 
or the Raas Mandal. According to Macauliffe, the Guru delighted to describe sports of 
Krishna; the circular dances performed by him and the milk-maids and his special devotion 
to Radhika, his queen. It was further to the south, on the margin of the same river that 
Krishna himself had performed those great feats, which have secured him deification among 
the Hindus, And it is for this reason that we come across numerous and prolonged 
descriptions of forest, mountains, rivers, trees, flowers, birds and beasts.? 


While describing natural phenomena or things, Guru Gobind Singh has mostly 
resorted to the catalogue-style or he has recounted these things indirectly as specimens of 
‘wit and humour. In almost all the scenes of the Granth, descriptions are either simple 
enumerations or indirect hints. The twelve months haye been shown respectively as 
‘there was room in the mythical narratives, like the Krisanavtar, for synthetic descriptions but 
here too Guru Gobind Singh has employed the conventional style.* In the Pakiyan 
Charitra, Brindaban* forest has been described by the poet at great length, recounting 
therein such things as trees, birds, artificial rivers, springs, etc. Here, again, the poet has 
adopted the enumerative style. 

Tall saal trees and ebonies, lemon trees Kadamb and banyan trees with their hanging shoots 
stand there, 

Orange trees are laden with sweet oranges. There is a diversity of juices containing diverse 
tastes. 

The peepal tree, the palmyra and palm trees, the cotton trees, saar and siraari all are there. Two 
varieties of Jaaman adorn the place. Cocoanuts, pomegranates and oranges are all standing 
there in a stately manner. 

Nargis and rose flowers are blossoming on that spot ; the whole thing looks like a garden of 
paradise and there is none here on earth to compare with it. 

Many rivers are flowing through that forest ; water-falls are lashing on and this is all pleasing 
to the mind, 

Its exquisite beauty cannot be described in words. He alone can appreciate its splendour, who 
gazes on it.! 

Few predecessors or Guru Gobind Singh have described nature so extensively 


‘ina single place. 


— 


. at tat aay as are Fat Fara Su ax al wa ‘Ba wIaEA & ga Bl 
cual al dat aa dtr al caarare vim eal a aa at faa ea HI 
art «Gare me Sat Het TAG aie ginaz ae a ha | 
igre ml aigal at sizwmte Fa fae tél Alaa BT Ga FU ay, (284 


9. §.R: Vol. V;22 3. _ A., (876-878, 914-25), For text see the appendix p, (iit to v), +... Ch. 209 (72-95) 


Digitized by Panjab Digital Library | www.panjabdigilib.org 


302 THE POETRY OF THE DASAM GRANTH 


4. Personification : 

Attribution of a conscious personality to nature is personification. Oral stories. 
pertaining to nature constitute an extremely old tendency of human nature. The emergence: 
of legendary stories is indicative of this tendency. Such a tendency has its beginning in the 
Vedic period: ‘The deification of the sun, the moon, wind, water and clouds and christening 
them by such sacred names as Surya, Som, Marut, Usha, Varun, and Indra is an illustration 
of the tendency of personification, All the legendary stories form the basis of this tendency. 

The tradition of clothing nature in outward human form and appearance is ancient. 
On the basis. of this, poets have experienced human action and human behaviour in nature 
and having observed in it the gestures and emotions resembling those of the heroine they 
have shown their ardour for nature. The poet’s love of nature is not merely confined to its 
activities but he also sees love, grief, and agitation therein. In the sentient beings of 
nature this is natural. Devotion to progeny is noticeable in every bird and beast. There ‘is 
also the struggle for one’s rights among them. Besides these, they are seen to have affection, 
attachment and nervous worry for human beings, Tulsi has mentioned horses uneasy in 
mind over Ram’s separation and Sur has described cows distressed and. worried at 
Krishna’s separation, Inthe story of Heer and Ranjha the buffaloes bellow in distress. 
at the departure of Ranjha. Thus mutual relations of birds and beasts and their attachment 
to man are natural. There is also similar response towards them on the part of man. 
But a nature poet establishes a kinship with even insentient objects. The whole nature 
appears to him capable of understanding his inner emotions. Nature as a companion 
expresses sympathy for him in his distress, and is delighted in his happiness. Love-lorn 
beings derive consolation from nature alone. Nature-poets have experienced such kinship. 
and sympathetic disposition in nature 

Man shares other people’s sorrows or joys according to his mental conditions, His 
own mental condition is the standard of other people’s joy and sorrow. While the mind is 
perturbed, even the most splendid sights do not appear attractive to him. Hut when he is 
free from sorrow even nature appears smiling. 

Personification as a poetical device israrely met within the Dasam Granth, It occurs 
only when a character in an abnormal state of mind establishes kinship with insentient 
objects. He finds a little sympathy in the human environments and seeks consequently the 
company of nature in order to pour out his suppressed feelings and to invoke sympathy 
from the objects of nature. Love-lorn characters often derive consolation from nature. In 
the Ramaviar, Rama’s anguish at the sudden disappearance of Sita is so powerful that his 
very glances and breath burn natural objects. Even the cool wind in the forest is forced to 
take shelter in a lake! In the Krisanavtar, the gopis address the trees, even the lorest itself 
for a clue or a trace that might lead to the discovery of Kristina Onthe playing ot Lord 
Krishna’s flute, trees shed juices, the mountains melt and reiease water-lalis and the 
Jamuna stands tranquil to enjoy the melodious notes.* 


‘ ada waa Hz ae at | and aac ahead MR. a., (202) 
2. Compare K. A., (452, 484, 485, 489). 


3. Compere SS a ta Fat am at ara fae a gaale lI K. A., (650) 
ae tél aya gi B Yau Ma gat sae Fl ka, wor) 
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3. Nature as pervaded by the Supreme Deity : 


In the Dasam Granth, the poet has regarded God as pervading the whole universe : 


His sway pervades everywhere, He blossometh in every blade of grass in the woods. 
He pervades the splendour of the spring season, wherever it prevails. 

The Great One pervadeth the woods and glades, birds and quadrupeds. 

He everywhere blossometh, He is Beautiful and Wise. 


The objects. of nature like the sun and the moon are invested with God’s beauty : 
Who has invested the moon with effulgence and the sun with light 
Who has created the most radiant fire and the wind.? 


His splendour appeareth everywhere ; He is the repository of favour. 
His light dazzleth ; His glory is perfect.* 


The poets like Plato believe that God is not only the power that creates the universe 
but also universal beauty of which all the beautiful phenomena are expressions. In the 
Dasam Granth, also, the poet has regarded God as the creator of nature and its many 
forms, the earth, the sky, the winds, the forests, fruits, flowers, etc., for instance, he says, 

Who has hung the sun in the skies ; 

And after creating the stars has hid them (in the light of the sun). 

Who has created the (four) oceans ; and fourteen worlds ; 

Who has created the gods, the demons, the men, and the Gandharvas.* 
Who has created the four species of beings, 

Who has made the earth, the firmament, the nether regions and the water, 
Who has created the most radiant fire and the powerful winds. 

Who has produced forests, fruits, flowers and buds.® 


Not only is God manifest in the beautiful objects of nature but he is activising, 
energising every phenomenon and is the very principle of phenomenal life : 


“The fount of effulgence’’® ‘The stimulator of energy’’’? ‘‘Pervades everywhere,’’® 


Guru Gobind Singh’s view of nature is very comprehensive. He has employed 
nature as an excitant. He has used it for embellishment and illustrations. He has also 
adopted the catalogue style of describing things. But likewise he has presented beautiful 
pictures of nature in their contours and configurations. There is none of poet’s main works 
in which he has not employed nature in one form or other. 


Guru Gobind Singh was curiously observant of animate nature. He seems to 
have the quickest eye, for the habits of birds and the beasts seem to come immediately and 


ie He Ae HAT TA Ad AGeaM || Bat aa Hee ate wea | 

TAT Tt GN fam wera |) wee ae GA Te Ba No a.v,, (208) 
2, et de fertee dq ge i fae an qa see WS i) a.v. (a5) 
3. A. U., (271) 4. A.U., (168) 5. A. U., (161) 
6 A, U., (259) 7; &. U., (259) 8. A. U., (259) 
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readily to his mind when they touch the daily interests of average humanity. His memories 
of nature seem to be numerous and handy.! 

A lover of human drama, and himself the leading actor on the stage of his province, 
he was thrilled by the moving incidents of life and the excitements of sports and the chase, 
He appears to have been minutely acquainted with all the love of field sports, the hunt of 
wild animals, and the capture of the smaller game. He was a lover of the falcon which is 
often found in some of the pictures of the Guru. It is a symbol of the great hunter, There 
are, consequently, numerous allusions to this leisure-time activity of the leader of men. 


at ga sat ga wat afe wv gfe writ ata sar 
qaqa # ast wa wa At a zad Waa TAT AWA Ul a., (731) 
fax afte at fafa % faa 3 aia 4 Fe ara aarti 
a gia % fa aaa aaa gediar ga % Be Wa twa, roy 
Te te art HENT II 
art te th HT I 
wat oa gel sett ome ot gt oad oda ame 
Te Tt amt at fasta at be wet fa ah | 
qa vata walt ss aH Foy Waa gma aata | 
at da 2% waa 8 fa mea 2 fb aa a aa | K.A., (2091) 


Also coMpare K, A,, (331, 470, 490, 427, 527, 607, 617, 629, 668, 672, 754, 873), 


P.Ch., 844 (4) 
B. N., VIIT (1) 
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CHAPTER VI 
LOOKING BACKWARB AND FORWARD 


The Dasam Granth is a monumental work, an encyclopaedia, as it were, in which 
all the possible themes and forms of verse are treated with the skill of a virtuoso. It 
represents all the traditions and currents of literature, devotional as well as secular, side 
by side with new experiments that a true poetic genius would love to make out of sheer 
exuberance of its creative energy. It reflects the spirit of the times, when the saint and the 
hero were the natural leaders of the society and the state ; when religious intolerance and 
political insecurity affected deeply the minds of the people in the reign of incompetent or 
irresponsible rulers; when men and women were, as a rule, interested more in activities that 
sustained life rather than in politics ; and when the rhythm of life was rather slow and 
leisurely. 

That age is gone ; its natural leaders are gone; its milieu, too, is gone. The state 
has forged new powers and new values, The society has forged a new consciousness. The 
poets respond with new sensibilities. The milieu inspires new themes. And the past has 
been relegated into neglected books. 


II 

Before attempting the literary significance of the work, it is necessary to gather up 
the threads into a pattern which seems to suggest itself in the survey. 

1, The Dasam Granth enshrines the literary traditions of devotional and didactic 
verse found in the Adi Granth as well as in Kabir and other bhaktas, in Panjabi as well as in 
Braji. The Jap is an example of the one, and Shabad Hazare of the other, while Akal Ustat 
and Sri Mukhibak Swaiya, are examples of the both. Ina part of the Akal Usrat, there 
is a vein of satire to which the saints occasionally gave vent, when they grew impatient of 
the slow-awakening of the social conscience against tyranny of caste, or of the superstition 
and ignorance of the mass mind. 

There is also in the Shabad Hazare a short lyric quivering with tragic pathos, the 
anguished cry of a dedicated heart. It strikes the note of humanism which emerges from 
the poetry of bhakias who appeal to God in the name of humanity. 

2. The Gian Parbodh Granth, which appears to be an incomplete treatise, is an 
exposition, in the form of a dialogue, of practical philosophy or Dharma (Raj, Laan, Bhog 
and Mokhsh), on which Bhishma Pitamaha discoursed before he passed away in the field of 
Kurukshetra, Evidently, it is an attempt at the revival of the epic philosophy illustrated 
with incidents from the reigns of kings like Parikshit, Janmejaya, and of rishis like Kashyap, 
Uttank and Austik. 
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3. The Bachitra Natak Granth follows the Puranic tradition of legend, history or 
both, and retells the deeds of valour performed by Chandi, Chaubis Avtars, Brahma, Rudra 
and still others, It, further, gives an account of battles fought by Guru Gobind Singh him- 
self in fulfilment of the mission with which he thought he had come into the world. In 
this heroic verse numerous actions charged with the thrill of Vir rasa, are described with a 
verve and zest that only a soldier-poet is capable of. ‘The heroic poetry of Bhushan 
(1613-1715? A.D.), the war balladry of the Rajputana echoing over the sands of Bhatinda, 
would have thrilled the soldiers of Faith into re-living the ancient scenes again. On the 
communal plane, life had become a constant struggle for existence. The Mahrattas and 


the Rajputs had taken up the challenge and had resolved not to submit any longer to 
political tyranny. Poetry became an echo of their spirit. 


The heroic exploits of Chandi have been rendered into verse three times, twice in 
Braj and once again in Panjabi. Before the readers are called upon to imagine or witness 
the scenes of action, the horrors of war and engines of destruction in play, they are 
introduced to the heroes like Datta, Paras Nath, Rama, Krishna, e/c., and to heroines 
like Sati Ansuya, Durga, Sita, Radha, etc. 


Together with a pageant of allegorical figures like Kamdey, Basant, Hulas, Anand, 
Bharam, Kalah, Bair, etc., in the story of Paras Nath Avtar, the sketches.of the heroes form 
an excellent gallery of portraits. The art of portrait-painting reveals a skill that improves 
upon the conventional technique of Nayikabhed and Nakh-Shikh which the Riti school 
introduced into the seventeenth century and specimens of which we possess in Birah Natak 
in the Krisanavtar and elsewhere. 


Contemporary influences are hard to shake off. One adopts them as one adopts the 
climate into which one is born. The art evolves itself in conformity with the technique as 
‘in the Krisanaviar on the one hand and in the Jap and Sastra Nam Mala on the other ; 
but transcends its weaknesses in the hands of a master, and achieves refreshing effects in 
portrait-painting. 

4, Romance was the breath of life in the Panjab of those days, with hills in the 
north and the west, deep impenetrable jungles along the rivers and a desert in the south. 
Every village had a watch-tower ; and every town, a fort, People in adversity migrated by 
the hundred, and travelled in caravans. The sight of a stranger spread an alarm, and one 
village gave a signal to another by the beat of a huge drum. The folklore of such a life 
could not but be romantic, tales of hair-breadth escapes, deeds of chivalry, thrilling 
adventures, magic, ghosts and news of abduction or clannish fight over a woman. The 
Pakhyan Charitra drew upon such a stuff ; and one finds in it the romantic tales from 
varied resources : the Panjabi as well as the Persian, the Pathanic or Mughal as well as the 
ancient, floating scandals of neighbourhood as well as the infiltrated ones of Rajasthan. 
These form a body of purely secular form of literature that carries on the native tradition 
of story-telling which was then primarily oral, 
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5. The poetry of the Dasam Granth like the Hindi poetry of the day has several 
‘elements of conventionality in it. This conventionality consists in the traditional use 
of themes, plot, imagery, form and metre. Form and metre are traditional modes of 
musical speech, that have been forged by the regional genius after generations of experi- 
mentation ; but the same cannot be said of theme, plot and imagery. While it is left to 
geniuses to invent new forms or metres, even the trio can introduce fresh imagery and 
variety of themes. In the Hindi poetry of the middle ages, the stories of Ram and Krishna 
have been told over and over again. Guru Gobind Singh has, however, extracted the 
element of heroism from them without projecting the attitude of a worshipper. 


In plot constructions also certain conventional devices have found their way into 
the Dasam Granth, viz.. a step-mother‘being enamoured of her step-son and on his refusal 
‘to gratify her desires her anxiety to put him to death ; a minister relating a series of stories 
to the king to enlighten him ; the introduction of Barahmasa or Shatritu to depict pangs 
of separation ; seeing of lover in a dream ; falling in love with a person at the sight of 
a picture ; change of form ; change of sex ; etc. The use of such conventions in the Granth 
is well-planned. They have been employed to start the story or give it a turn in the 
character-narratives. — 


“Conventionality”, says Keay, ‘‘in the use of metaphors is another feature of Hindi 
poetry. Some of these metaphors do not correspond with the fact of nature, but the Hindi 
poets are never tired of repeating them. The separation of chakva bird from its mate at 
night ; the eager waiting of the charrak bird, who is supposed to drink only raindrops, for 
the beginning of the rainy season ; the chakor bird, that is never happy except when gazing 
on the moon ; the swan that knows how to separate milk from the water with which it has 
been mixed—these and many other stock metaphors are continually recurring in Hindi 
poets”. The same may be said of the poetry of the Dasam Granth. 

Apart from conventional symbolism there is in the Dasam Granth. as in Hindi 
poetry of the Ritikal, much of other imagery which is not only conventional but also 
commonplace, In the description of beauty we have in this Granth certain comparisons 
as the, moon-faced, deer-eyed, cuckoo-voiced, with an elephant-gait, etc., which are found 
in abundance as the common stock of poets of the period. But many beautiful similes, 


drawn from a true observation of nature at first hand, are, also, found in the poetry 
of the Dasam Granth, 


The literary genre, the acrostic, in which every verse begins with the letters of 
the alphabet in a strictly serial order, isnot new, It is said to have its Origin in the 
Apbhransha period of the Hindi literature. In the Adi-Granith a similar Composition of 
Kabir appears under the name ofBawan Akhri. Jayasi also wrote a composition like this 
under the name of Akhravat. The saint poets like Rajjab, Haridas, Sundardas, etc. 
attempted this kind of composition under the name of Bawan Akshri. In the Dasam Granth, 
too, we find similar compositions. It is, however, interesting to note that of the fons 
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acrostics found in the Dasam Granth, one is conventional, and the others are of a rare type 
the Hindi literature in that the verses end with the letters of alphabet in serial order,. 
though of course, terminating in vowel which is unavoidable. 

Another conventional feature of the Dasam Granth which brings it into line with 
the literature of the Ritikal, is its encyclopedic nature. It covers a wide range of human 
knowledge including ayurved, astrology, human psychology, geography, hunting warfare, 
music, etc,, and in fact all the sciences and arts to which references have been made in it. 
There is a long list of diseases of diverse nature—diseases that have come down to usin the 
wake of life. They are not only physical ailments but include mental worries as well. The 
common astrological beliefs, such as the conjunction of the moon and mars that augurs well, 
also find expression. A psychological touch is imparted to the well-known prescription of 
medical treatment that a wound or cut is healed by fomentation. Indelible pictures of 
the various places in the country are drawn in a string of well-chosen similes. Intimate 
knowledge of the habits and ways of various games and birds of prey is displayed. 
Long lists of various kinds of missiles and weapons of warfare in the descriptions of wars. 
are frequently drawn. Mention of different rags and enumerations of various musical 


instruments and presentation of word pictures of the strain flowing from them are also 
there. 


Ill 

The Dasam Granth, appears from this summing-up, to be a monument to the genius. 
of the Medieval India raised at Anandpur in the Panjab. Its importance is three-fold: / 

(a2) It isa source of material for students of history who turn over the pages of 
th: Bachitra Natak for the account of battles that the soldier-writer gives, and those of the 
Jafarnama that Guru Gobind Singh wrote to Aurangzeb as a letter of protest against the 
royal breach of the royal word. Historian after historian from Cunningham downwards, 
has drawn upon the material for its authenticity and clarity. 

(6) In the history of Braji literature, as in that of the Panjabi, the Dasam Granth has. 
carved a niche for itself, next in order, perhaps, to that of the Adi Granth. Chadi di Var 
in Panjabi possesses a place of pride in the Panjabi literature as the first and finest specimen 
of poetry of Vir rasa written in Sirkhandi Chhand for the first time. The Panjabi genius at 
Anandpur accepted and maintained the literary traditions and conventions of the Braji verse, 
and at the same time put on them its native stamp of devotion and valour, It went still 
further. It re-orientated the art of autobiography in the Bachitra Natak, and the art of 
fiction in the Pakhyan Charitra,—probably the reflexes of a greater ego and a greater 
tendency towards escapism dominating in Punjabi character. R 

(c) Apart from the historical value of the content and of the new experiments 
made in art forms, the poetry of the Dasam Granth has its intrinsic literary yalue : 
(1) lyricism (2) portrait-painting and (3) heroic as well as narrative verse, which have 
made a refreshing appeal to the modern generation. In any selection of the medieval 
Braji verse, the Dasam Granth would yield a rich harvest. 
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Passages of lyric beauty are found in every form of verse, devotional, heroic or 
erotic, rich in imagery and music and instinct with emotion. In the Akal Ustat, and Shabad 
Hazare, however, we find short lyrics like ‘gems of purest ray’. Some of them are poignant 
like the cry of a soul in anguish. 

In portrait-painting or even in description of nature, the verse of the Dasam Granth 
attains a high water-mark in achieving effects of beauty or passion in shringar rasa. 

The heroic verse of the soldier-poet is charged with sentiments of valour and martial 
music, and gives a thrill of the war balladry of the oral tradition. Even the devotional 
verse of the Jap seems to have caught something of the declamatory or recitative rhythm 
of the heroic verse, for God is Sarab Loh ; and Durga, the incarnation of the Primal Shakti. 
The swift and sonorous verse tries to echo the hurry and din of action, and the words seem 
to act for the strokes of weapons, the volleys of bullets, the neighing of steeds and trumpet- 
tings of elephants, the shouts of the fighters and the groans of the dying. The reader is 
transported to the very scenes of battle as those of the Mahabharat described by Sanjaya. 


IV 


A survey and study of the Dasam Granth in these pages, and a brief summing-up 
of the whole at the end of this work tempt one to estimate the place of the Dasam Granth 
in the Hindi literature. Apart from the large variety of themes and metres found in 
it, on the basis of the number of verses (16,237, excluding those of Persian and Panjabi 
compositions) alone, this Granth stands as the biggest work in Braj, surpassing even 
the Sur Sagar which has only 4,936 available verses. Moreover, like the Sur Sagar 
itis not confined only to Muktak Kavya ; It constitutes both the Prabandh and Muktak 
types of poetry. 


In war poetry, Bhushan’s Shivraj Bhushan, Shiva Bavani and Chhatarsal Dasak 
get the precedence of the Dasam Granth in time as well as in epic quality; and it may be 
suggested, as already mentioned elsewhere in this volume, the author of the Dasam Granth 
drew inspiration from his illustrious predecessor with a common cause, Shivaji, but in yar 
and war balladry of the Ritikal, the Dasam Granth in Braji as well as Panjabi verse 
may be said to bear the palm in the person of our soldier-poet who regarded sword as 
a symbol of Sarahbloh (All-steel) God. In autobiographical poetry, we find a pioneer in a 
Jain poet Banarsidas (1586-1641) of Jaunpur. But it was left to Guru Gobind Singh to 
make a fresh experiment in this field in his world of medieval poetry. In the Nirgua 
school of devotional poetry the Dasam Granth offers a fine blend of purely devotional poetry 
and satirical or didactic verse of the school of Kabir and Guru Nanak. To fiction, the 
Pakhyan Charitra contributes the largest collection of Upakhyan (tales) in the Hindi litera- 
ture and further marks a stage in the evolution of short story, in which character 
dominates. Coming to the Panjab, one may observe that the Dasam Granth comes next to 
the Adi-Granth in bulk of composition as well as in literary importance. In its secular 
character, however, the Lasam Granth is the greatest contribution to the Braji literature, a 
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monument to the versatile genius of Guru Gobind Singh. Further, the Dasam Granth 
in a way, is a great step towards rescuing much of the old Indian thought and culture 
from becoming stagnant in the ancient language of the country, which had become 
inaccessible to the general public, and transmitting it into the language of the people. 


Tn the variety of metres, the Dasam Granth ranks next only to the works of 
Keshavdas, but in the broadness of canvas and poetic forms and moulds, it surpasses the 
latter. 


The Alankars used in the Dasam Granth are not only myriad but apt and striking. 
They have been pressed into the service of sentiment, emotion and motive very deftly. 
They impart potency to the manifestation of a suggested sense. With the poet of the Dasam 
Granth, as emotion increases, expression swells and figures of speech foam forth with the 
result that we have the cumulative enjoyment of sound, idea and emotion, all in one relish. 
The emotion expressed by these Alankars may be found elsewhere for these are long- 
established poetic Conventions but in many places a new Dae is shown, that is some- 
times marvellous. 

The poet’s genius (Pratibha) presents ever fresh aspects in the domain of DhAwani. 
‘The same thought, when made of glow by the poet's imagination, appears new, 


Whatever the merits of good poetry, be it Rasa, Guna, Alankar, Dhwani or Riti or 
evep metre or musical form, in the Dasam Granth all these merits of good poetry combine 
to give ita unique position as a work of great poetical value in the Hindi and Panjabi 
literatures. We may, therefore, justifiably conclude that the Dasam Granth is one of 
the major glories of the Hindi literature, | 


Vv 


The Dasam Granth has been lying in obscurity for decades and decades. The 
educated Panjabis have turned their mind to western literatures. The pious have recited 
the Jap for their devotion. The Nirmala scholars have given their preference to the 
Adi-Gramnth and Vedant over its secular verse. While the holy Granth has won wider 
publicity by being transliterated into Devnagari script by the Shiromani Gurdwara 
Prabandhak Committee, Amritsar, the privilege has not yet been extended to the Dasam 
Granth for its secular character. Consequently, it has, with the exceptions of the Jap, 
Akal Ustat and Bachitra Natak, remained a sealed book to the world of Braji or Hindi. 
It is still waiting for a literary enterprise in the Punjab, that would rescue it from its age- 
old sileace and solemnity, and publish some paris of it, at least, in Devnagari to give it 
due publicity in the world of literature, which it richly deserves. 
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| Guru Gobind Singh, the Tenth Guru of the House of Nanak, was the son of Guru Teg Bahadur, the 
Ninth Guru, Hewas born on the 26th of December, 1666 at Patna whereto the family had accompanied 
“Guru Teg Bahadur in his tour of the East. The Guru wasin Assam at that time. When he received the 


happy news from a messenger, he was requested to give a name to the new-born child. He, it is said, 


named him ‘Gobind’. Since the name of the sixth Guru was ‘Har Gobind’, the baby’s mother and grand- 
mother preferred to call him by other loving names like ‘Syam’, ‘Ram’ and ‘Hari’, all synonyms of ‘Gobind’. 
The Gurn could not sce his son till the child-was about one year old. 

When Guru Teg Bahadur returned to Patna, he could not stay with his son for long. He had to go tw 
the Panjab where he had to live alone, till the family also moved back thereto. 

During this period of about seven years Gabind Rai was brought up by his mother, grandmother and 


maternal uncle Kirpal Chand. Pe was a playful and lovable child. He gathered round him boys of his age 
and played various games with them. He evinced signs of leadership, fearlessness and love for fighting. 


He arranged mimic fights and handsomely rewarded those who won, Thus he endeared himself to all, He 


leatned to speak Eastern Hindi in Bibar, It was here that he started his schooling, 


On his arrival {m the Panjab at Makhowal (later known as Anandpur) in 1673, his father placed him 
under the care of Sahib Chand Granthi to learn Gurumukhi. Qazi Pir Mohammed was engaged to teach 
him Persian. As he grew up he was taught to compose poetry in Braj, the Nterary language of the day. An 
expert Rajput was entrusted with the duty of training him in horsemanship and the use of weapons, His 
mornings and evenings were spent in devotion, and daytime in hunting and other manly games. ' 


It was a period of great stress and strain for India, especially the Panjab, When be grew up, religious 


persecution was in fall swing. The story of the incarceration and martyrdom of Guru Teg Bahadur is too . 


well-known and too painful to repeat. When the Guru was in jail, he sent a letter to his son mentioning 
his failing strength and God ashis sole companion, The boy of about nine sent a touching verse in 
reply, assuring him that his strength would triumph, his fetters would be loosened and he would have 
all the resources for the righteous cause. This atonce pleased the father and convinced him of his son's 
fitness for the Guruship. He immediately nominated him as his successor and then faced the execution 
bravely, He was beheaded on the 11th of November, 1675 in Chandni Chauk, Delhi. 


Gobind Rai ascended the holy seat of the Guru, at the age of ten, in 1676, The cruel execution of his 


father created a deep impression on his mind, 


The dissensions of the Sodhis, his kinsmen, and the massands (the religious deputies), from within 
and the danger of the ruthless persecution of emperor Aurangzeb from without, threatened to overwhelm him 
and his followers. His resources were scanty, but he believed that the immortal Ged had sent him into the 
world to spread faith, to uproot evil and protect from tyranny the weak and the oppressed. The bulk of the 
people still believed in Avtars or mythological heroes, The age cld superstitions and customs still governed 
their daily lives. In addition tothe katha from the Adi-Granth, therefore, the hearers were entertained 
sometimes with the recitations from the Ramayan, the Mahabharat and the Hanuman Natak, and at others 
with passages from the Tenth Gurn’s own compositions. It was probably during these days that he wrote 
his poems, the Jap and the Akal Ustat, whole or in parts. . 


The Guru delighted to aprear in uniform, wearing arms, He practised martial exercises. He induced 
his followers to practise archery and musket-shooting. He caused it to be publicly known that he would be 
grateful to all those who brought him arms and horses. It is said that his appeal met with a ready response. 
He was soon in possession of a well-equipped small army. ) | ; 
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He installed a big drum called Ranjit Nagara. It was beaten regularly. The beating of a drum was 


in those days regarded as a symbol of sovereignty: It is,no wonder, therefore, that the head of the hill- 
chiefs Raja Bhin Chand of Kahlur (Bilaspur) got alarmed at this fearing that emperor Aurangzeb might take 
a Serious view of his allowins him todaso, He, therefore, cautioned the Guru of the consequences. The 
Guru, on the other hand, was fully prepared for any eventuality. ' But on the request of the Raja of Nahan,~ 
the persuasions of his masands and his mother he shifted his residence to Paunta, situated in the territory of 
Raja of Nahan in 1684, to live in peace.. The clash was thus averted for thé moment. 


At Paunta, the Guru placed literary activities in the forefront of his programme of national 
He encouraged them in 


their work and rewarded them liberally, Hé himself went through the whole range of Hindu epic poetry. 
He used to rise early, bathe and walk along the bank of the river Jamuna sufficiently far to obtain 
complete privacy and non-interruption, He would then sit down and compose poetry for hours together. 


[t is here at Paunta, beside the Jamuna that he finished in 1687, the composition of Krisanavtar in Bhakha 
based on the tenth skandh of the Bhagwat. Recitation from this would infuse a new spirit among his followers. 


to wage a holy war (Dharam Judh). He continued to practise manly exercises such as riding, archery and 
sword-play, 


Early in 1687, a quarrel arose again between Raja Bhim Chand and the Guru over a passage near 


Paunta, This resulted in a battle which was fought om the 5th of May at Bhangani. The Guru won. 


Tn October 1687, Raja Bhim Chand and the Guru made peace between themselves and the. latter returned to 
live in Anandpur in 168%. Here he continued his literary pursuits. Most of the works contained in the Dasam 
Granth were composed during this period. His autobiography, his free rendering into Braj the old stories of 
Indian heroes and heroines, his composition of the character tales of Pakhyan Charitra, his Hikayats and 
many other works belong to this period. Sometimes there were, however, some political disturbances in 
which the hill-rajas, the Guru and the Moghul armies got involved. The repeated disaster to the Moghul 
forces made Aurangzeb realise the necessity of some drastic measure on his part. Accordingly, he sent 
ptince Muazzim afterwards known as Bahadur Shah, to set matters right in the Panjab hills. His forces- 
crushed the hill-chiefs, but they did not touch the Guru. Bhai Nand Lal, the prince's secretary, brought 
about peace between the two. The Guru promised the prince all aid and assured him of his support for his 


accession to the thron: after Aurangzeb. 


; After this, for about four years, thé Guru was left in peace. During this period, along with literary 
activities, he devoted his time and attention to the improvement of his followers in mind and body, He 
founded the Nirmala sect—a class of scholars of Hindu philosophy—through whom he made accessible to all 
his followers, the old treasure of Indian wisdom and knowledge irrespective of their birth or position in life, 
He finished his composition of the Ramavtar in 1698. He increased at the same time his army and armoury. 


In 1699, the Guru perfected lis organisation. He selected five men, all belonging to different 


castes, wao were prepared to offer their lives as enjoined upon them by him. He called them as his 


Panj Piaras (the Five Beloved ones), On the Baisakhi day, in avast assembly, he baptised them, and got 
himself baptised by thom, and, thereby, set an example of equality among his followers. More and mote people 
joined them. He named this brotherhood as Khalsa, a band of the purified ones who would be free from 
all evils. He laid down rules and regulations for their conduct in life. He gave thema form to distinguish 
them from other people. He named them Singhs (lions) among men. This brought about in them a great 
psychological change. They felt as if a new life had been infused in them, He himself, like his followers, . 
became Gobind Singh from Gobind Rai. He entrusted his Panj Piaras with the management and control 


of the Khalsa and thus democrated his organisation. 
The hill-chiefs saw in the activities of the Guru.a menace to their own power. They thought that 
the Guru was organising a force to attack and destroy them. They appealed to the emperor for help., 
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{In 1700, the emperor sent two commanding divistons against the Guru. But both of these divisions were 
beaten back. After this the combined army of the hill-chiefs and the emperor besieged the Guru at 
Anandpur in 1701 and in three years reduced the Singhs to great want and famine, The Moghuls offered 
the Guru a safe conduct away from the city. His mother urged him to accept it and herself left for Kiratpur 
taking with her two of her youngest grandsons. The Guru, too, left in the night of 2uth-2lst December, 1704 
and made his way to Chamkaur. Inspite of the assurances of safe conduct he was attacked. His two eldest 
sons Were killed and he escaped all alone, bare-footed, and as a fugitive he took shelter with an old Muslim 
friend. The Guru then returned to Dina, His two other sons who had gone with their grandmother were 
brutally walled up alive at Sirhind on the 27th December, 1704. Their grandmother died grief-smitten. 
It was then that the Guru sent his Zafarnama, a historic letter of protest against the treachery of the 
Imperical forces, to the emperor. From here he went to Damdama where he stayed for mime months, There 
he resumed his literary work, He dictated, it is said, the whole of the Adi Granth to his scribe, Bhai Mani 
Singh, by name, adding his father’s verses at appropriate places, From there in 1706, he began to travel 
southwards. While in Rajputana, he heard of tlie death of Aurangzeb, Ha sent a message to Bahadur Shah 
promising him help in succession to the throne, 


The Guru came to Nander in Hyderabad in September, 1708, Here on the bank of the Godavari, 
he met a Bairagi hermit Madhodas, known as a holy man in possession of charms. for the acquisition of 
“spiritual and temporal advantages. The hermit was very much influenced by the Guru’s life and personality. 
The dormant heroic spirit in him awoke, He dedicated himself to the service of the Guru and called 
himself as his Banda (slave). The Guru was pleased at this and named him Banda Bahadur, He nominated 
him his military successor and enjoined upon him to proceed to the Panjab to look after his people there. 


The Guru died at the age of 43 as a result of the injuries received in a dastardly attack on him by two 


Pathan’of the Panjab. Before his death, he appointed the Adi Granth and the Khalsa as his successor and. 
‘thus ended the personal Guruship amongst his followers, 


Digitized by Panjab Digital Library | www.panjabdigilib.org 


® B bad 
= # ‘ : 
- ® 7 
.* , ; * t 
- . b ' é 7 j > 
1 i ‘ — 
e ") 7 
( "' 7 A So 
6 a a . ¥ 5 
=a ea) oo ’ 
&; ” 
, ) 
* , ‘ ou af } AF 
_* 
7 
. 
‘ ‘ 
. 
- 
7 - ~ 7 “« 
’ ‘ . c 
= . . 
; ' ‘ ’ ’ 
oa L , 
; tes - . 4 * 7 
, 
f< ° - 7 1 
- a . i » i J 
, < “ a 
6 e 5 
- * 2 ¢ 2) 
2 Le - 
= 4 
7 ' ‘@ pe - 
‘ ‘ 
’ = ad 7 
6 ot “s ’ * 
my , 7 e 
7 ‘a2 : 
| } 
= 
aS 
4 = = _ 
-, 
»* ae ; 
" ; a 
, © , 
d .- 
> 9 
e 
a. + LU 
‘ ‘ y 
KO 


# 


~ 
re 


——s«CODigitized by Panjab Digital Library | www.panjabdigilib.org 


APPENDIX 


Digitized by Panjab Digital Library | www.panjabdigilib.org 


( li ) 


tqat 


Talay 


BARAMAH 


a a wana at wl ew F BT TA att, I 
eI qarm alate a aaa Aga al waal AA at TNT MN 
Raq an fe aaa wat anal fae a aA BTy AT are tt 
fafa at aquaq asm we fag faa alt gare eg 
K. A.s (868) 
cn at wt fran ofa adl dz cet ae Faare it 
ast Tora 2 gt a sat F ATT Fae ATE I 
tim weet afat qcded ar ofa al att Fel aTS I 
azq ad gaan at fea asat afe we gaare 
K. A., (869): 
Ss ad aa dit at ga aaa fat gama Fete I 
daq at aa aia aa a aerate at vedi faeare i 
ae gig wat waTal Te aT TAT TAT aeT STE I 
dit aad gazes ft ae asat Ta fay saare I 
K. A., (870). 
qaqa ude aa fag asat ASX ARMA At FTE I 
aq at fae aM ad gat sawey altar Fe I 
qa # an wa aaa alta men ar fagere i 
aqgat aad gan at fea waar aife ae gaarey il 
K. A., (871) 
fit at at mI Sat wal aaa Fa val ofa Te I 
dad SAR EL OS OT OAT OF OFT ATT It 
as aad gn set # aa aaa at ala Im aqaqs 
aga aa qaaren ft fea asec af Fe gaat Il 
K. A., (872) 
qa qt wag vat adt we at ga FT Fear I 
aoa ® an fat agqat i Gate ZX aaa FATE UI 
aaa Ae et wat fe ASAT FS FAA Ael ATE 


qa ad gece aft fea vary faar aft at gaate 0 
K. A., (873) 


aa oy gt set F aT aad fad gals ASS 
are act Ja mat at aft gee wrt aA TATE 


Digitized by Panjab Digital Library | www.panjabdigilib.org 


THE POETRY OF THE DASAM GRANTH (iti) 


Tad at Ste aT at Hat ala at azaqal aat ars ut 
oT aT H gaan at fea sare faat wa wt caeré i 
K, A., (874) 


aah tl adi uafaa wa aaa at eft at faa ars 1 
ag ata Se qe gaa aa ast ae we sere 
Wat ade wT HF we alate ax wfa sfa wes i 


qt aH ganse at fea wsax arfe we saaré 
K. A., (875) 


Ha 4H aa AT F AT ss Gat A wa was ae 
aa at qt qt Ht eH AAs Ba at an fears 
SA sat} wr we fas ae year waAT sa as 1 


asa ah gaan at fea weet afe we gaat i 
K. A.,, (876) 


ata ate ta # aaat ex saa faa at Ma aes 
az  ufe gt ate ath ay a sia at sfaaré i 
aft ay faa att fad na alates wa aa arene 
aT aT at gaares at fea aaa faar wa at gaaré i 
K. A., (877) 
ma faa faah eft al anal we wa a aa aa 
are FAAT Al Atel fie Asat al axaat sat aE it 
maw fae ta vt fifat fae tH ww ges 
ast aH gaan at fra aa faaraa at sears i 
K, A., (878) 


aaa fade at de Tata aaIA Fe HT edit as ATT I 
qm <2 FT ASt BM aft art F ca Atac aati 
qa frtl ata, faget ee 9 seat at fae sanity 
aaa aH H Gat at feas aa warefa Daa ant i 
K, A., (879) 


WMCEATE—2 


ma we famt fas F at aft aa fat at averé | 


Rit We AL AM Fat aM ane aet afaars 
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(iv ) 


= 


Taal 


BARAMAH 


Sa ast ae gee aifeaer aa ta feat 7 Gale Ml 
aat Raft ceat ale et cfanal a sal afanal A HATS II 
K. A., (914) 
ara dart wala fadt ae aaa af et ofa Ie I 
qlat aa aie amz oat sate fade fare 
dz qua te aaa aa faa aft at gears ul 


aTaa a aad wt Al zanal a gal Hapa 7 PATE Il 
K. A,, (915) 


qt ante gaat F AA AIL ABT AW aqTATS | 
dq a dit ad atadiae ae at aq at face ul 
ds ngiaada wat oafa famrga sia Aer fa qe uN 
aa aaa saat afana efarat a eal HARA A HATS Il 
K. A., (916) 
qaaude az afa ama aaa fafa cat faa ars i 
aq mara @ oat are ofadaa are a oarfe aare 
sq mars ae fea at Wit g FAAIT ATE I 
me Fe fazdt Ta BI TAHA TA sal = PARAT A HATE Ul 
K. A., (917) 
ata wt aa quia al aefaa faal atar aa oe tl 
aa aera geta faat aft al qalardia ft aang i 
ara ifs Atal acaiaa slat ale gel Ae ATE | 
arm Wat TX waa al canal a al Baal A PATE eee. es 
wiza alfe seat faa arfe cat fea aria wer qeers i 
cota frat af aa gt am fase ger fa at efa We 1 
yaaa gt aft a watt ame sia get are tl 
aH ay af wat 2X Fl cHaal a Cal HARA A PATS II : 
; K. A,, (919) 
Ia Hae Asal qaqa Fae tel 7 fat FaaIE 
aq wat we Ua wat at ga wet fan F zag it 
ax facta fat afa da gy ta Fala wat glaze i 


gq gat fara fagedt canat a dal waHal A FATE UI 
K. A., (920) 
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tqat 


TqQT 


tqaqy 


THE POETRY OF THE DASAM GRANTH (v}. 


arate A aff iq saad ga waa H geaaarE UI 
aT wet aat wa teat faat at ama Ga FATE II 
faa at at Wied Ga ae ae F we faa WATE II 
Hat Agl Aa AAT adl zawal a sal HaHal a HATE iI 
K. A., (921) 


aa srw at FH gay wat aftatt FeTE I 
aaa tq faa ga da saa ad aft H fae ATE I 
aat tt T aa He fe Rae ATT Wat A Hare I 
ad wel fat at WaHaT saHal a Fal RAHAT A PATE 1! 
K. A,, (922) 
wa gare «walt «aaa sata get aft alaaare 
eq gaat qa yo aN aa aM AT Faas i 
gia ada Tea TA aa Alaa fas Fact ACE i 
att Tal ST TA Neat caw a gal HaHa A PATE tl 
K. A., (923) 


alg A atfe aval aft arica are aet zvfa oifa fearg 
aa a Sta fawtiaad aatat tq aT fara we afaaré 
alfea tq aot fadt qa gaa u aff st osu 
Sit at Ua Hel Sa at Samat a gral wast a Fars i 
K. A., (924) 
qa HIT seal ATU ANT ATT aETT were | 
Hat AIT OAT ANAS HAIN Tara ESTE I 
at ofa awa Aal At sea qa al aaa BMT WATE 1 


sq al aaa fata we canal a gal HaRaAl 7 WATS 1 
K. A., (925) 


Maan Lita 


ATA-SaAT 
aa wlan st ATA HAA 


ge ula al ate + 9 ar aia aa He AS FH ae gs N 
dendl af Fat a AM AT A SRST we FH 
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( viii ) 


taal 


MAAN LILA 


Ha aal fae oz faa azar ea st Heal AMT Tara 
yet adt Ht wer wad adios Aas east aa 
(qrafaza) K.A., (689) 


gat ara Ue at 


ae Ft WA Ht aa varefa aaTH a 35 FH FL AS Il 

at ® ate ef ate eat adie af are Hel wa ae I 

agafe aif waa 2 wa Sa ait ga at aa ate ll 

qtat wa faa aaa afe at afe anit gat ten 
(anat ant araat) —-K. A., (690) 

an at at da att ee at aa saad oe ate FEI 

fae ar onaascqy dare fae at at WT AAT ETRE II 

fags da at aat aa aeet fae at sot fe ae aE I 

fara ay adl agadt Wy ata ware WE a WEN 
(qaat at sam) =—-«K. A, (691) 


efaat ara 


qa se waa aT adiar faaaragat FT FT WE et 
ave feat gat a Aa gat TAF VF aq Ts ou 
até waraa & aH AT OS FAT aeAT OT AT RAE EM 
aq daar ta wi wa tf wad fea ae ee gi 
K. A., (692) 


ail ara FE at 


fq # Fat a we st ome seat fe aT aT 
ds<A esa aa ss ae wt we feo 2a A 
art alc a wa adt de wa ad He AIT FE TT UI 
Get ware at ta sar gaat ais Maat GT orn 
(stisat) «=—K. A.., (693) 
HATA Bs FTE FT A 


aaosat git Wa gat qa # ala aq ata sar 21 
fang des ae Wit FEAT FAT ae TH ATT RST EM 
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THE POETRY OF THE DASAM GRANTH ( vii } 

Tel dat at wet aes ae ae aa a aa fat att 

Tet at ot aft ae fade wal gfe ca gar au 
Ho (s7¢q, qaqa)  —«K. A., (683) 

qt PATH AT F aft ae frase saat gfe arafa i 

at 4 tia wet eft at fae a ga set afe aa amas i 

qt at THe axa Fat wal dia saat arafa i 

at at Ta Aa aie sl gear aa we ase wef i 
; (aft, az am)  =-K. A., (684) 

Att Teatt aaa f= fa aa Fe Bla Fee ge 

mat & att as ma wat reat fas fora yo ae F eet I 

Tat @ WE AAT Be MEH AT aT F ATi 

Tet t ay wat awl THe faq gt I act Ast 
(sas, 3571)  K. A., (685) 

tal & aa aare fasat A aa aal Aeqla Fara 

aaa asad @ Att Ge waretat faft ATA wma 11 

as Fs ae faaat sae Fe acarat foe | 

Ast Fl At Hal HeIT FC AAMT AH FC Asa aa 1 
(araigivt) ~=—-K. A. (686) 

wa ata Tfasaz 

Sa aat awd afd HF war aa atfe fasata garg 

qtoam Sta ast wedeq FEAT aT Sta ae i 

qa at at wel gy al aw ara ger a wat sfaaré uu 

at faa dat aaa ¢ Feat Sas We at wa ars i 
(aa, cat, wet) —-K. A., (687) 

aba 

qe Tt gNt aaa oma a wa Wat AMA Hea 

qa aaa 2A Tel vo H fag set faa aft qEET i 

aaa = fan varetiat vata faa ag faa ata af 1eea 1 

ast WatHH aA HU Te aa ame fas ass a a@ze7 
(sqa7) —“*K. A., (688) 

Ta aa 
Ses a as ga tamdt gfe at aft wait ae gerd 
agi aad dal J Fal We AMT Fer wl Ata wma 
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( viii ) 


MAAN LILA 


fa adt faz set faa aga ex al Heal BA FATA I 
st aal al Her wad adios Aas eh aa aea I 
(qrafasa)  K.A., (689) 


act ata Ue at 


az Ft ATT FL aa vareiy TAH Fe GSH FT ATS I 
ar ® atc ef ae aet at afe arr Ht aa ae I 
agafe atfe qraq 2% va da ail aa at Fa ats Il 


qrat wa faa saa afe at afe art get Fel 
(quai sit saat) -K. A., (690) 


an ata a att ef at aa aaag we afte AN 
faz a Haase daar fae a da AT AAT SIRE I 
fag dn St cart gat aoe fag at sot dfe aj ae i 
fara # at adt agad wo at at ware He 7 AE 

(qa@t atzaam) —-K. A,, (691) 


faut ara 


qa hee aA BT TAT faaquraal FT FT WE su 
are fat wat af ater emt sam 3S at TE ZU 
gi aaaa 2 eH AT OB Fel adlaT | AAT SAE El 
aq dsat ta we aa Towa dG fea a Ei 
K. A., (692) 


eat ara TE A 
aq # Bat za we wa ome seat fet aT DTA 
45 <dt zo ara atat gs TS eat OS fe BT ATA I 
am aim aq wa val ds Wt el We aT We a I 
Get ware at 2a aera as aa TT TT 
(stistat) =—-K. A. (693) 
HATA aa BES FT AT 
fa wat gfe wa gal qa aciay qa ata sar zu 
fants 212s Ze Wit HEAT TAT AL FT WHA wT EM 
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Tqay 


taal 


THE POETRY OF THE DASAM GRANTH (ix) 


ares Tsto at A a faaraa at ® ara sat 2 

FN Aa BIT A wal wa war aw ae aa zu 
K. A., (694) 

att Geto geuiazeat aft wees fer as ate set 

Wel saa ars & Bae areal BoE ware fas ati 

Ted ¢ faadint & female F Tat ware a atu 

ara ét at fer ara fat at GS sare faat geet a Fe aT 
(aya) K.A,, (695) 


aft waa od fae sat wat af aaa Fe GA AATAT I 
fie Haat diet watat 2 foe afew ator afe ezaar i 
Me BAe Pat wars ze aia at fat art wari 
wal Ft HV Het HT FAT at Bat aa arfe aar i 
(adlg, geaatttar) = -K. A, (696) 
qfasit are 


aft acne! af & fen a framaga ote tafe are 

ae # UH Heal fre al aa aT Aat Aaara aang i 

yaaa aft Wa gal Al WA Haat a Het sfaare i 

ae Pt aS al BZ Sst A Hlaq Fl aal faa aus it 
K. A., (697) 

fie FIX Fal TT AIT AA AT AA OH OS Ae ga 

arat ¢ Wa varediat fae ofa oat faedt at art i 

asa WH Hes gat aril at ase # ate feat 

Ta a aT Mat aad? fas HeaH aT sa we faert 1 
(37 aa, wf)  K. A, 698) 

ad 7 Wa Hu aaat eft qr war afe aw faa i 

avd Tt tH Fl AA AAT A FT HB zs anti 

asan ae Bl Saq Hl fag at sa tafe aare saw it 

mle HS AS Tel CH Heal FAA HS Tawa wa ara 1 
(aq) KK. A., (699) 

Ue ala 


efx We tH sae asd frat ag asan aaa aT 1 
qe wa aT AFCA AT H FA al BAe wa 
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(x) 


aqat 


ctqay 


= 


eqay 


MAAN LILA 


420 ~ H GT Heat safe at A Fel fe at Sz MN 
aaa oe war afe es fo oife ats SATA HA az Ul | 
(aire % Mla Ma, La BI Aza) K. A., (700) 


gat ava 
wel Rea ats Alar dle wataa BT F_Me FTE Ul 
at & zo au warefa FT sos AT el TAX qf ATS I 
q afena # aoc al wat 2 sq Me WEI 
aq wat die aa Fal TAU AT stat ae Prats I 

| (dia, afivta)  K.A,, (701) 

Tea ala 
aft qa 4 aaal UT Tal I Fal aat at oie aa Aare I 
qa a IRA TA Ta Be AAT A Badt Aa TE I 
at aaet a wel WaT wareit qo a wet we AT TUTE I 


at fee fax aare wat aie Cal a ara fraat Fe ATE UI 
(frost, ateaara % ager aataaia) = KK. A., (702) 


: gal ata 
fefc Ga Heat acta Varga A afes oes He awe I 
ag a mat atfaaaa es Aarad ai 32 WE FATE II 
za q Fit ATA wa aad ae FI gaat afs * gears i 
afar atta oa wal Feat AA f FA MATTE I 
araaaqq) K. A,, (703) 
wa Ta 


go are zat J FEI Al ALA TTT HEAT FG ATT I 
afg seat fate # aft 9 a FA MA A aa aT I 
a adiat agus FT Ba aaTH Te TElaT | BEIT I 
azar ama wa Tt at sal wea FEAT TH ATA Ul 
(aifaarstz) K. A., (704) 
gq ah ZEUaaT Bl aGlaT Ga AT GS TANT WEA anit i 
fa Heat eft Ft qa at gfe axa g at ald faarit 1 
saat af am aaa Fe Tfe aT F WA WATT 


aaa aaanefs I A qat aft F aSaret i 


(aqaa, Boater sr et, sziat) —-K. A., (705) 
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CaQT 


zqqI 


zal 


THE POETRY OF THE DASAM GRANTH (xi) 


fara aqat & add we sa &@ Wala SAT tl 
ae et aaa faziza 2% aut faa dt afe Taq Wet 
d eula ee Ha & ast mst ge F ee AAT I 
aét & Waa gl andt wa aad ag we @ fearat il 
(faezt) XK. A,, (706) 


WA SY Ha ala AlaT aw aa wal fet aa FT FTI 
a5 Val am aad yt aw waa Ma sl AatT Az Il 
a at as A Heat aT Het Fe AT TAMA AA AT I 
aaa fsa at wa A fet are at gal Baa Az I 
(Salfrt) K. A,, (707) 
aT Hada wt we fa aa FH aa ah AT 
aa wl gs as Al VA BSA AT A AMT aH a 
Hat eB T TMA Ft fag Wat sg car se eri i 
adtaft a asm at xfs faa ta go sre adaz FMT I | 
(sraeazeara) ~=—sK.. A, (708) 
at FMT F gat an Hehe stale Tara” Fi 
gaa ger g afe at fee a Grae atat ag ZI 
as wt gs aia wat foe oF FG oat a aA ee I 
wat gy af at wea aft fas afe c gat ag a Zl 
(aatera, s7aTaTe, Wiar) = K. A., (709) 
aa Fh ae aA at ada traarat AT aft tat att 1 
dq qe ASE H ATT F AT A AT ae wT 
Ste are waraat warefa at fae at adtat ea ¢ sat 
aeat az al as eft aa aat aft at ae Mea Ts 
(39a)  K.A., (710) 
qt ee wat ta we aa at fafs at sa aa wet F 1 
aa gate fas tia eu ate fas afe aig F ar wre 
Tea ma wat FH sa Ba TF Kg we et Fu 
qa wt veae at aft at gat quae atten 
(fara dart) = -K. A, (711) 
qi ate ata sel faft at so aa ant aft Be aoa 
at F at AT Ff Sst WS aH aA FT TANT I 
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(xii) 


waa 


MAAN LILA 


aT FT WA Ae AT TAT HY We A AMA ATT I 
wa U aa daa sl Tete BH AT AT aH fase 
(som ot gaafea, selgq) K.A., (712) 
qaq @ Aal wmse alar gael = aat afa ofa fag 
at af war faa aes and at feal aft ala care i 
mH PM Fag ae Ft a Afe ATTA AIT AAI 
asa an adi alfa faarfe # aaa @ AA aT ATA fAaTe 1 
(aattiaz) = K. A, (713) 
aa aT A Fad Goa at Fe AH A AAT 
aaa Bl aa aat sa at Tat faa a goat faa Arar 
at a waa wa afta afte aT are wale aalat a 
qe tal waar Fhe A ae ah al al sa THT A 
(giz)  K. A.y (714) 
aif tt 94 h adlar Ta Was Tat ea Aeu 
fag ga eat afe & afc ofa aaa ate are as 
afe as afar at ate qa Heal gat As sar ata | 2 =e 
qaql AIA ATH A AS Jt aq A Fe Bs ra fa HS WE Al 
K. A, (715) 
qq HAA AAT Hl Heal sz Wi Al tata TAT AAT | 
qa varefa at aca faa g AA Al AAs Fs STAT 1 
uife ee wa cd fe q as A asad aa 4H aft AMT I 
Hague Ht Ast wae aft GF Gee gat ws Batu 
K. A,, (716) 


Ls 
S) 


qt wfes ze via teat aaa vor afe ae 7 AAT I 
att ai 2a vat eft ai fae A A Be Heal AA a ATT I 
qigt ait TA AMAT «ZS OGL OBR HAG OTA AMAT 
at fade aat afa an feat 2fe at ag stfa carat 
(qaqa hl awa atar =—s-sK.. A. (717) 
saa 4 aet waaa af Fa Ft TH al aq Fi 
faaat saat faa 2% afe at fae at aat afas @ va Fi 
que me far a aft a ale aad ¢ wt matt Ah 


faz & Gray faa aa Hh aT FT FA al Wa Fl 
(az dant) K.A,, (718) 
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TqNT 


2 


Raat 


THE POETRY OF THE DASAM GRANTH (xii) 


wt aad 2 ast at g wa Ba TA FS BT II 
4S tet aft ara AAT FE UST F Bl Feat Bla AT A 
Tt EF TT aT TA A ee Ta ee gad sett gra 
aH fer meat ea atta aft ma ad ata atu 
K. A,, (719) 
Ue are zat at 


Ha gal aft oa wat sat as ae A at Few oa 
Se 2 We Wet ait ara faara i 
Hwa Ts WT at FT zat afe Mew aa aa 
ast Sl HIT WH TAG Ta AMG sre Tata waa 1 

i, ys K. A., (720) 


wfasat ara 


St St Vat eet aa aa A we caf at wea aT 
OS ea Ma sel AAT Fe SA aT at tit A ate 
aay Al Ale Hel BAT Fe are Ht fea ar aus 


wart ¢ gual ceo ze at faa # of TIT? ATA 
( Tal) K. A., (721) 
wa @ Fe T sAel se RT ST A aA Fe I 
ae wd 4 aed an a fee + ee aia Gta atu 
ata ware frat Se varia al afaaaa hs eg A Fa STI 
fog at att os wer aa fae wares at aa a satu 
K. A., (722) 
waa FC HET HST A Wa aa eevee wage i 
are ple fat Ut aad a wat afe se a Heat ae ara 
at at faart St wa aaas ce mafe a fa a 
aq fears wal WHATS Beal aa st Fe AM TATA 
(geaizimt) =—-K. A. (723) 
at aft @ faaara gat fee varie alee sax aat ni 
att Ft ee Aa eas. ga ge WAN gF atAT II 
pide cise iy wa AT seat gat wa Sat 
at ae fat U ex ant g alg at ag facrafe Sat nn 
(weeiiearen) =“ K. A. (724) 
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xiv) 


Taqt 


MAAN LILA 


at afe tvarefa at adtar afa aare a2 fat UF Heat s Al 
aifg tt are stadt 2 vrei act waa afe at A seat ¢ I 
ara %at ofa at za at afe rat a at adt fad ae ZI 
aati es Taal aad 2x at afc at w Fed Wal Ul 
K. Aw (725) 
at gq vat fa we afa ama ae eft F fet FTI 
area ut a ace mea SF Haat Fl Ait ART Ul 
TA APA aaa WT gatl ge wit Fe AA ATU 


avét frert fret saat afa at wa Fate Bed aT 
(afagraifea) «KK. A, (726) 


TW aa 
aaa 2a Fer wat aaa a a seat fag # ote set UI 
are ® art suet OG afedt avat oft ca AMET I 
ay ta ay asx atar fae ® afe we wet Te Fat 
aa carg a ast aft at afe silat =o feat 1 
K. A., (727) 
ay aa cat Haar st aa fax arg 


got ara Brg | A 
ataq ate adit adiat go # ate acaar ae ATE I 
mae wa peat aft Gefeaafe wa AS FATE I 


aa ae wit gaat adt ara are fears FATE 1 


at ga at aaa fae at afr aaa we fe AMT et ATE I 
K. A., (728) 


ata waits ale Wt afa Fah A at aT st Aah 
aét at eg fagra dt faaur aarat F ae WaT 
qe wat ga 4 mq a aft sat alt AT at FAT I 
SANT = at ha HUT Be sat Fer aft aafe wat 
(aqanfanaifaa, agifea, safeem) —-K. A., (729) 
Ta ATs BE F AT 


uate fas afe azum afa # gatafe fas Feat ATaT | 
fas ze warts at faa AIA & AIGA I TS & wat aay | 
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THE POETRY OF THE DASAM GRANTH (XV), 


ara at fe aat ay 2 sa atta Awa gd aa Wari 

fas ayt afe ale Heal SA AT qa Fl aal ata TWAT I 
K. A, (730) 

arE Wala Ua at 

at aa Sat ea wat afe G afe varia ata erat tl 

att H ae wa wt at at gat waa fay sat il 

a favarntia at sata qa aa Seat at Tal A FAM Il 

qu aarat T grat atti fae ssc wt ae Afalt aati 
(frat a saa, Walfaara, fafeer) —sCAK.. A. (731) 


UWI ATA FE al 


aq fatt gat aft aaa agra se sfa arte APT I 
ata at sagt aaa gfe amt dat aa AAT I 
za Heal Ha et TA al ge g af ga sar se FAT I 


fia ea da ase ata aizecara wat WalaT we ATA I 
(amata) K.A., (732). 


aE W aa 


Hit 0o wat fag % GAA wal wet fHal athe sarefa areal 
at at gf faa a faa Se Fe TAA wat 
si ate are wet adat wath ea at at a aa eT 
et aaael AAA tA a aT al act at asl | We 
(qivat)  K.A,, (735) 


at afe are wat adtat fag aa Ft AAT Ta AT 1 
mete. at fae tt afe & fae ara q aff alan at 1 
fy Heat aNd gat AT TT AH IA FI AA ATE Il 
at af ate wet fart gar odfe art gt afaat gu 
K. A,, (734) 
az get eat Fal Heat Stat sal SAM AT qe 
aes TWH AA OF FA TA T FEW FT AC 
att wat aff ma at wa aafe ¢ AAAT Fe FT 


aad 2 afe ara eet faveraqt @, faxet wt etn 
K. A., (735) 
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(xvi) 


MAAN LILA 


TIT Fea ga AT ast eHEe aw gaa ate THT 
aet at q feat Wa 4 aal aia Atay FA are gAIe 


Td wa F AIA sa Ae aat aaat we seu 


a ta aTt Ul ae tfafe ae ex aa sl are fart ul 

K. A., (736) 
are CI Gla at feama aor fet are sarah ip 
af wat aft ata ate fat ara af ara facrafe srt 
alate at adtarate ware a Ca Seat wa Gaia ahi 
His REA TA WITT AT SAL AT Ra Her At fearey i 

K. A., (737) 


TWIT ATT Hig At 


at aft & fraaa aa daa war ag sae dat 
Tel at aa Ft gta fees an ag wat aa atau 
ele FS HTT Tel ado | garaa wre aS st ale TAT 
at afe are att wediat afte ga cara sara | aati 
K .A., (738) 
a SU St Tafa at fat ay cqat wa 2a ga i 
carat ot weit Wes faawa gat se aia VaRT i 
ay aal afe as Tat FU maa at alas fas sat art 
qt wet Ta at adiat aft * sa al agate care i 
: K. A.; (739) 


Sie FMA We at 


ay wat gat Goh aat WA Fe aT A Tet aA 
mz gias aft ae fase ag fe a wea det u 
faa & aa feat fatia ceaga gat adi Ma serat u 
qt gs ce wet faaat afeat afe ala Fel wa AMAT UI 
(faqateqa) = =- KK. A., (740) 


Wa Ita 


aaa ett et adtat gfe at fra an fag sat dat u 
faq tat SA at gaat wear at wfea far are waar 
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qaQy 


TaqQt 


tqal 


taal 


THE POETRY OF THE DASAM GRANTH (xvit) 


wa a aa ar aftaty deat fae a Ate SAT II 

mate & aft ena aaqtafa aa me oa a BTTAT II 
(areas saya)  K. A, (741) 

ata wet fief ara sét faaurgat wa qat faz 

TA at ay al ta He a4 weal afa aa ae fast F fe fas 

ete at wat aifea g dfe at sa srt eat A AT FE Aes I) 

qat ay ha Ft aa A aaa adit aaa aa ev 1 
(sta) -K. A., (742) 

ate % ara to at 

algal as Ft aay aferat fra eat al gs fea Tat az II 

wie wat wah gett fafa sta vat afsar aval St 1 

ati cat afe sa ofaerea Sitfa | adt foe TF FART 

aig ten qaad faa fas TA Fl AHA ZI 
(aa@%) KA, (748) 

aaa aa st aadt afe aT wal vo H He aT 

aaat as al adt sta att aft ara wet aft e aa st 

faze ze Gat aa al Ca seat A we Teal wad i 

fae i aa mt faadt ate cart ae a Fa aud u 
(aaaral, Fradt) = -K. A,, (744) 

aa at wa ere Pe fast aa gaa ta AT ATS ArT 

at mi Aa at Tad wa fate at faa sia Tera it 

ag gu mat @a we wie aac af ata SATII 

aqart ef gfaae Wa at aft at ce ada at frst aT 
(Hara ) K. A., (745) 

aife wel aett gat AT WAT st TA aT FAT I 

qa faa ge ow am at aah Maat wats aa att 

az aat aft asq ge gan sean ag aft ae gat 

ce a Tad HA Te A AaE PAT FH AT PUT | 
K. A., (746) 

franradat tft FATA Fe ait St aft hte raz AT 1 

A faaara seatefa # ofe aad at aft aac SPT a 
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(Xviii) 


Taql 


tqar 


MAAN LILA 


at ofa at afe tora wa ag owe aad ale FT I 

fas aa dia aa agar fazal ov 7 saat om aati 
| K.A., (747) 

fraaraaar aia aaa ve aft ot ake TA HTAT WaT 1 

Ara gama aga aa} wa are Ft ara ae we aT 

ga uaa a aafat gfe se fat WT Feat Als arat | 

at afa ara fan eaat aa at gfaas aa at aft tar 
; Giactice 37 aula) K. A., (748) 


aH as aft aat aT st, gg gala faaa ae AT I 
afa aa ame af aaa ae ars wat a AH ACU 
avait adt aeat wala at ara at eee art Te 
aia & frre ate ata A are faery F fra 
’ : eam) KA, (749) 


eft waar dt aa aaa afa aa H8 FT ATT Ss TAT 


gt TT A Ht Ft AA al aa ata gat faaceat i 
ard eat at feat oe a ma aH aH afew TE ATT Il 
fs aad atm the 2 fae vt aa A at H Fa BT I 
3 K. A., (750). 
are A ata wa at 

afe a Sn aR aT Hel AAT A aut ga at afe Zt 
aa a 2h Fa Pt aal ta alt AH a aat the ec Ul 
fag wiz fre aq fax at aaare va fafeat afe 2 
qgant ad fag arf wang qe we ce wee 
| | | K.A., (751 
faguraaat aft # aa A Ma aq Ft adtal FT TE I 
qe Fast ac a at a wa a fasara aete ll 
ate eg t at afe FHT A STAT FZ ATE I 
mag ware ay art teat, fafa & fata Ft fs TUTE 1 

(aataen K. A., (752) 


faqag aa af & ofa a fase ase aa WE TET I 
afe abaa ae garg seat fact FA wl Ta AIT FET 
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THE POETRY OF THE DASAM GRANTH (xix) 


WH waz ay aca wt Hh afa as wae a Fa ale eT 


framt fag ats tre eat fofa ae sear fas TH TT I 
(gaia) «KA. (753) 


<qat Wa d ale & fax area al ala sary He Pat TA AAT I 
Mat At faaaraaat wadt wa Hat AAT WAT I 
fast afer at fates fara a art HoH at Tar I 


a aa Fat waa slat area aA OAS MAT I 
(faz arstaya) «= iK.. A, (754) 


“Steet we Ff dat A Ft Far AAT 
qh gle We de aaa aye THT AAT II : 

K. A., (755) 
fated $x ats Sf whe Fal WT H UWE I 


al Wade a Ataa Bal te aa HWE I 
K. A., (756) 


gfaet canfasagea afaatenda feraade wadsea ata faale anda 
TAA | | 
ACROSTICS 


Fed -FRET— 2 
aa mMacad fale at az great 


Taal asap Up feat sega ara uM at fax aati w it 
fay aateatdl aa & afa aq fe Fe TT a aTAT II 
aaa ara sale PHT ae aT ET A TN HB, TAT I 


agin Un Ta Wa ws ot ftaq weH Aa aly il 
K. A., (347) 


at waar aa ef # an afea aa for a7 wert ai 
ait ala zat eat fat ate aa foaat ga arat | 
ata we faaet aa ay aataft # Ae a wa ATT I 


fis FATAL Fl AR AA @_ MIA Wee ee Ta Arey I 
: K, A., (348) 


taal 
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(xx) 


TqaT 


ACROSTICS 


qa wt wa fat * aa atfe sara we aft aT ua tt 
wa 72 WH Bl Aaa Ga arg A FH TA WAT ITN 
aaa a aot faa a ay feo at ait * FA ATT I 
WSUTE FT At sat ee are PFW A ATT I 
K, A., (349) 


‘are Fat aval gia se fafa aa sat sts @ afeat wa 7 


dz aaqal AMAR AAA APTI H Act Aa are faat aa I 
qa wa wg 7 Ht aa a Hftal st F BAT TTI 
qt Herel st AAT aie Seat BT at Talal Aa ll 
K. A., (350). 
aja at awe faa aqaa sere AS ATAET I F tt 
Mz aaa F AT FH ae ae ae aa fys FF Fst | 
2 arat qu at wT Bl We aaa BAT FST I 
daiwa % ofa dt wa na faqs HL AaaT HA AST Il 
K. A., (351): 


waa alt fam & waar aff # AT AME FT TT aw Ul 
ay aaa we Fal ata fae TF waalt A Ale wan 
ata agar gaat sad fae anit at t UH aA Il 


aq wad wWlda dead Hat Tey ANE AA ATI 
K. A., (352) 


Wet A Tat Hl WI AH AAT FE 7 Fu SB it 
ae aa far ® Ava we Sh cat feat FT ATG II 
aq Mt UX at WL aaa FT WA AAT WH AWS I 
fay aa wea far rags at ata Ft WHI 

K. A., (353) 
aq HaIGt HF HT FE eT gar wa A fat Ae 
faq qyat at A WATAL AL AL WAT HegT Fal Il 
dt qa re WA ze st Aad? fay H FH ara Il 
aa fear 2 aT Ft Zz 2 FMA Aa BT Vay I 

K, A.; (354): 
ga aa ayaa aft F ge AR A TT WT i FU 
ama fas TH wa UA H aE Taga aT 
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THE POETRY OF THE DASAM CRANTH (xxu) 


at qt asad A ya mia zal faa sl SCH GS ATTN 


~ 


are Tt git F FH Wet AMA ine * FT I 
K. A., (355) 
cat (iA HT St OH aft aa TIT THA SF FA ATTN A Il 
tag HUT gett weatfaa faaz we fat AAT ANAT I 
wR adt Ame ge al Heal Fae ag_e We AMAT Il 
gaat aware # tiaa es faa ate faar fram ofa tari 
K, A., (356) 
afag—aretara Parheg agada esaara SAAT H Ta ze faddt zat AMT UN aU 
BET BATH Mere HTT WA TAT H FTA H fra HTH HT art 
HSAAAIT FARE H ATLA MIATA H TSCA GAT TA ATT HT AAU 


erat at aad ata ga feaiefa saa wet alt at Aa A 
K.A., (357). 


eat dad ater at aa at gTh fast # 9X d Fa WeeaT i 
as aa a ve feed aa aaa aa aa am Treat I 
at fa aaa aaa at faadt fee ATA TeAeeaT I 


art weit gq 4 waar geet TT Tea He VoTRAT I 
K. A., (358) 


emt = laa @ toe oAUTTfafa ate wat fra atau ai 
eT At Fa Hehe AAT  sAA aia fase saa I 
TIT FE ait fara fe ¢ gaa aft ot gaara 
faq % aq fasa care Fe BT FP FAH Fors | 
K. A,, (359) 
eaat AIT sLC“‘ér SK OH Oe HAT OH GS OTE SEN EU 
fag al award aie fe fa Tedd BH TC PT FE I 
qn atarar ae Aas gy at fae wat ae Fe I 
an fadi aft @fat mist at arate saad FT Ae I 


K. A., (360) 
am TE AST A A TA OA OT OTT HE CTT NS ht 
ate gaat AA TTAT Mite eat te) TH Prat i 
fq au ah geal oot A fat aa wal Fa ATI 
faq Aza Fe tage aq quay wha areal i 
K. A., (361) 
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4xxii) 


ACROSTICS 


TTT FC Fel WA A fat aA SAT BiH ASt A ATM SF I 
waq are faare sa af aman ara fas Ia MST I 


Fat at fe ST WAH Ag St GA FS AATST i 


ere WA Tadd @_ AMT Fare Stl AA TT Fert | 
| K. A., (362) 


mea oS Ftat Bl SAMIR FeT AE Ae A Mell a it 
* $c $e feat aa afe fat me mT se ae aa oa I 
az uit a ata waa ag aaq dia at acai 
TT Fo SAT WS AH XY Ad ah To at sagt | 
K. A., (363) 


art wat saa get st wa oad aft wa gat zi 
my aca ea Fo waar fas afer ¢ act aA we I 


ug watt at arg faed fare oa a sure i 
Tap gt ad a wT F Ga we at sat wear 
eee es i ie hye SB | K. A., (364) 
ate faqrt wat wat fot afte et at gaat su 


aig acites ¢ waar faq ara zal ae at met IN 


wa act ef warat aad aft aro wat ss ae 


TH we Ast st Ba MIT HF Aa Brae aret ii 
K. A., (365) 


at aa & fardt af mo at at Ft OTT oT I 
Saad te sre aaa Sle F FANT Fs aT i 


sg aa nat fara faa fait fre ore @ oe feet afe ert 

K. A., (366) 
Haq ® at ara aaa wart fat TH MIT TAT au 
am wat am dae af wet fat Tats TT ATT I 
gga % ata ay ava ae FTF Aa ae fe AAT I 
dia wt wat aT geal fae at aa fers aeAeT II 
K, A., (367) 
aa FE GY MITT AT Ge aa AT FT AT 


A cat al a aa Fa CAH TE HA A EAT HL TA TAT I 
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THE POETRY OF THE DASAM GRANTH (xxiii) 


a act fat at fea atta t afa care ae 7S ale TAT I 
ufa care fears aaa fret ze aa ae ATF BRAT II 
K. A., (368) 


qq al az ast gant feat ae aafe faa li = Il 
OA az war Hg ae He la tare wT fg ARE I 
at fir alt Bate AA BiH araaT Fl Seal Fa se Il 


qq qt yt a we, Thats aq fag aT Sls AIRE I 
K. A., (369) 


ae Se aa He AL fat. cH TW Asi az | gral ul a Ul 


af aét eft aaa a eft at TTA | MAT Ae TAT UI 
ae stat AT a afaaten ariel eA AAT IT ATT I 

Toa ft wae Fe dim fe TT at Feral 
‘ K. A., (370) 


Ta at ata Fe TG TaleaT q aft oat wa art git 
safc Fax wat sf ofe wat wT Fe TT Haft TAT 
fas an aataas @. aft oad Fae % St aT 
fas wat at aa ata & ata faat far ay WT aH ard | 
K. A., (371) 


gle adfema sit I | Wa ae AM AT HTN SI 
faa Ha face au fara fat ca Ft FH UH TH I 
afc waar ¢ fey az ay faa a qT At FATA AFT I 
aa itt 4 Ftd ag TE A wart ett ae TH 

K.A., (372) 


ate TY AT AI AA qe alal % Gea SUT Wa a i 
ge tan at ze @ went fox faa wet aa ala Fa 
qaqa ® AMAT Heat aa g feasar waar WAI 
sal at wa aay d afer alge ast Fa Il 
K, A., (373) 


aqaqaau a # wa Ga A ee TWA aAN | 
ge wid wt wet Fa A Wa. al BA eA WAIL. | 
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AXXiV) 


€4aT 


zqat 


ACROSTICS 


qaqa A HU HT eet gna al fae aaa at ati 


Wd tre WaT J Tye avec wH a Tat Ta TH 
K. A., (374) 


TT we TA gt Wa a ee arg at at & THA a 
fat ee feet at At aa frat Fe Farge at we FI 
eH Ta ast we Fa teat qa as aa AH 
as are tafe wat far A alse Wt adl <e ste FH 

K, A. , (375) 


mt wat faa ae fee at far we fe ar atu <u 
acarge sfe went wat fad at at fe me at 
fag tra ag oat act fa satay fas vr ore oe 
oft ata wat as eal ze we af dae ae i 
K. A., (376) 


qaat fae gfeee saat fae ea at ee are aati ai 
fag at wa aT TG waa fe BGT BIT & ae zat 
fae 4 aa aoa a fagar eit e sad fea anfe eet 
fe al ta F Bra avaa He fae Bt aa eee Fat UI 
K. A., (377) 


are st ast west fre am fears ayt AaaTH @ 1 
at saaat fart wa fad ote deat aT WaT wat I 
nq acai ale fear at WTA GA BT Teal Aaa it 
aq Ua gat fat A gaat eft aa F Aa st AAA II 
K. A., (78) 


are adt saeat fan aH fat wae Ga Me atu = Il 
qa asa ® we aa gd sa sat F FA a yeu 
cex acat an diam at afa at ae eafe ae at 
faz ara He aa fest Aa I Ae Ms Aa aa sta ae Ni 
K, A., (379) 


alee atl waar gaat fad are set fag te oét hs uw 


qq at fey am saragfanatd war ge fad arn 
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TaqaT 


THE POETRY OF THE DASAM GRANTH (XXv) 


Ty AY Wt ee Baa H aH aT FF ce wa za I 
att @t saat ha Feat at zag afe afsa arfe war 1 
K. 4,, (380) 
mT He fe aT H Fa ge Ht na fe Tsu zs 
2 ¢ Ata TSl WTeAT AH Fl ze al faa me weil 
aH as Fe HT Bd a ala aa we wrara Fe 1 
fra at ga at far Awa feae aad were Fe 1 

K. A., (381) 
wy 1 «Tear fee FeTIT F TA Ae ai zi 
q we a aa fre stan are wvfae wat sey 
ae at aed faq ater at fas A waar ay are I 


ard weal Wa sh et gl ant ay a ga we II 
K. A., (382) 


aT Wt Ta atafe F ca ma wa Be aT BAT oI 
wart FT se wala at fre Tales ge ga aT u 
wd a ofa Ta seq Yetafs aaa feat sz wa wet hh 
fay att tet ee fae at eS aT aA ofe ae ATT 

K. A., (383) 
mT Fe Be Ast BH Ga se Ht Ha ae aS zn 
ga f aaar asl safest ata at ce at faa areas i 
aa at Fe GA aa al Hla aay Fe WTAaTA ae I 
fag ate adel fet a zat far aaa F Fea FAT I 

K. A., (384) 
Ht HIT faart AU WAaT FH HE AS at Fe TATU a i 
far art saatda awl farde aq‘sfz aq adr i 
qaqa wat waar fae st a tal foe at ofa cH zai 
zany faa au aft ot faa atfe fara ata wai 

K. A,, (385) 
aq pfad wea faere au fat we mat aa Mat zat a i 
olf faat aftoe at fae we ae gaat a garay i 
at HC MHS Fe at araT He ez ate waar i 
at fea at fat @ seal Gag aR fos at se ait i 

K, A,, (386) 
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(xxv) 


ACROSTICS 


waa oat aaét faad za aac sak ar we Aer =U 
aT awat afadl waar a saat fae at Fa_atfe FaleT Il 
wiz aa ‘feat fazat afe % aa dt freer wy sie i 
qe faare FA Fa me Tat Aaa sfo aTfA faatay tt 

K, A., (387) 
aH Tat ware fie we Be se Ft Ars Bat il 7 il 
aver aft art wet far d gag afta afe uy TAT 1 
GA a fa Hata at soa wie aaa feat se Ala AAT i 
qa Tal Ta alata faa ae ag afe ata aati 

K. A., (388) 


ate 4 Wad He wal Aft wr Fs aa FT FS ATT T I 
Ua eat at Baas aa A fa aaTA TAT aA ATT 
md 2 faq atea A fea at Fe Be Fre MATT i 
mea ae Te Be AMA AA BT AT FH AA WT 
K. A., (389). 


afta fag at gat Aquat At AE FA TT THN GS II 
faa wadie faq Hitt at Ga Ufa eal ae ara GAT I 
are fat gue ve al X Bt fatal al aA THT II 
faa afe aqts av age aad Ft saat at aor i 

K, A., (390) 
ae St seat we G fre ar aft aT fare aan zu 
ane am ascusr faaaa aie aa faq a aa 
faa treat at ara aat faa wat fea a aleg ale ee 1 
qa aa gal TN Bee IT BH AW FRAT AT Ag WA 1 

K. A., (391) 


mT ata az A At 


jz oF TT TRE TIA TTT We PA A AW AI 

@q marae wat fanaa <arfe aaal se ate ay I 

Ha Ae Sel awe AT TTT a Tal BS FE WA 

qa wt He ST HUTAMHT Fe A at Ale aA 
K.A., (392)- 
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= aqt 


<qat 


taqT 


tqay 


caatT 


THE POETRY OF THE DASAM GRANTH (xxvii) 


mat at faadt adie ofa faara at geal WT TAT FM 
fama aise at aa iat fama at ge FEC FIAT I 
fama viee at frat aa faa alee sat ATT Ul 
aft aaat are wear wa afa weal was afe STAT I 
K. A, (393) 


Suma aa sat aa mo Fe AAT FT OATH Tl 


amt witga are at gadt go wat aa aarti 
te HC Measles sl satel StATaT FT GT BT I 
qq gat ca att # za gt awe wa ee vari 

K. A, (394) 
saa ata at seat fat wat @ FET ze HATH a 
faeaa sl avat aft & ze aaa Fl aftat aa gar i 
aa aier Aaa at oft uafe we faa mee ata i 
qr ee ca at galt ee & feed aeatt satan u 

K. A, (395) 
fea tia me ae fie F ee A zat aT aaa Ma a UI 
fas ax aria a at Ward Fal Aa Fae Wa I 
aq Het aT Ft H FC WA aq fea arg asta 1 
diz we a at qa ae Af xe aft St gr oa I 

K. A, (396) 
aq & faa art wat far # me wad el fat aT aT ell @ 
afg witga ws zat fer 4 fae at fas aH wt 2 i 
yt wife eat ana Het RT AT ay Bl HAT at si 
at faa ula faa wrats a AWS F. A Tat St | I 

K. A., (397) 
afg wea wit aa soft ale wil Wa Alat AeTW s 
aif wvier un al we aife a gy waa Gist 
af eat at FAT Wat Mla AUT aT THT FST I 
aaa at farun fae faa ela argt ata aaieT 

K. A., (398) 
atx ae awa wfen ae wae Stet Bali wi 
aie wzat fara fet aft usa a feed ae WaT I 
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(xxviii) 


taqqT 


eatat 


taqqT 


ACROSTICS 


aad & Wa THM F WH et WT Bl BLaT aT TAT II 
amt at TH aed fas ga ala Haat S FE BAT i 
K. A.; (399) 
WY We Asa 


TI Ms 6 HAH Bl ta Maa wre ad wa st AAT I 
aT Tet Get feat Bal ST eat wart war wala i 
aiaat oad & fae FIT ae a ad adia i 
fagal aft ard a an eta frag arr et aera i 
K, A., (441) 
aad site frais at far ara e PAA ea HA II 
@ owe at SF aett at at HCG Haq Wi 
ery al At h AT FA Ta AIT B Hea HE AA Il 
ava % oa feat afa ara at eff gar aaa at FI 
K, A., (442)- 


qan @ celut aedhat aia tl ad = aeh are i 
ae @ tre feat at 4 aa 4 fat F Maat tT ars i 
aq aa geu geu wala ce ee aay TTI 
ag au dl st agn F WaReT TT Taat Fs I 
K, A.,((443) 
aise fe feat ate aa diac A ofa ate aT 
aaa afe Sa Hae BL TT Fed ATT GF SAT eTaT 
faa St da FH AaT Fl AA TTT Bl At Ale Alar i 


afd aaa Fe wTaaA feat ca FIA BI ST Aa aT II 
K, A,, (444): 


fat sf fertt ofa at aa we site frame at afa ore 
aif gia & frat we waa at at 4 ofa are 1 
Te aq padl at g Sear ae dima al Fa AME i 
aT TdT | Fat STH FF STAT Het al Fe I 
K. A., (445). 
na otf faarsfa at an & aq 8 fat aa Porat we AMAT I 
aT at sl at asad a fase ZF al lat aM at A TWAT I 


Digitized by Panjab Digital Library | www.panjabdigilib.org 


tqat 


THE POETRY OF THE DASAM GRANTH (XXix) 


ae antl af # fama ag az aH F FA A Fa WAT UI 


‘re Fal fanat sadt gat Fe Fewest FATaT II 
K. A., (446) 


Fod-FFAI—X 


Wet Aa pret se Teo at are we fala Ga Batu # li 
fat AAT aT edt eaet qa feat Twa a He Aa FT 
Ha tr fa eq w afaa we Ha |, ala St ale HZ FAT I 
SAA eH ae val TT Hee @_ te WX wat i 
K. A., (447) 
afe at ofa at agaa a ay ae acl fax YA TaN wu 
aM Ad HT Wea HF TH Fac sta Bat i 
frat faz t fart anamg aica a afe afe wet i 


se vita gat ofe wre Te TA BE Te FT WA Far Il 
K. A, (448) 


Te ge cat fea a Tia aad wT Ars F AA TT 7 Il 
fra afa are Bl Aaa Fae at ATA SAAT 
af at qa ge a maa da feat fad at om sts aT 
war sata wat fra & afa aaa wat fat ca feat 
K. A. (449) 
Tit Fl atel T Al FL wet Fl Fad FE ATT UN | i 
qa aeat wa foe as feat qa aileat Fale aati 
aeaq at afa are acl aie wa He g BTS BA AAT 


stat fate qe es Hq St ael AM AT Feral 
K. A. (450) 


are HUTS Tel Tag ANAT aA | AST Fs Ul 
ait oo fic # at wat ae We fot eat ast i 
are st ST fagre aa aitar fa aaa We ew XS II 


aig ve aa FH ae a ee WT Wal aN Bese Fat 
K. A,, (461) 


Tod wa we foe at TT are A F TAMA TAT wu 
ase wiwat aa aa gd ag et wt FAH AAT 
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(Xxx) 


tqqt 


ACROSTICS 


Blt IT WW AST Tae wa waa gl al ay rat i 
aaa aaa a ghee wal saa A adler aa are i 

K. A., (452 
are tl eq faare wat fas F w edt wha af aati so 
asa ste fag aa fauna wat t am aati 
aad @ fat wea 4 Fa Maa ara acl ee Hay i 
eaqert feat ana fearaa wa zat feat rat i 

K. A., (453) 
aat ¢ aa mfr ae afa aa ae fea aaa FIT TU 
aaa tt Sq afe cat ax gat am # safe ais i 
do Ol SH H AaUaT Ht oF aa at aha arti 
Wet sé AT a Fe GA Sif F Ta ae FAT TU 

K, A,, (454) 
aife @ are ais ate aT fe staat Att af awe ow I 
alfe ®t SUNT ag atat Aaa Al TH Aw a gH 
Tale aft wat F A At ad TE WT BH 
at faa faa wat ala wt oF tw at Wes I 

K. (A., (455) 


alex f free aa at aa a ast fafe vex assat un an 
at eft ule aad Ga at GA sm aa aassat 
a Atel wot at ares feat afa gt fea ara anedar i 
demera fas fras fandt afe ora a 2 sacséat i 
K, A., (456) 
mafaet ose weed ae ana wat aT qadu au 
aaa we as wea faaraw Fl at BH ANT 1 
aq artat art tt sre feat ala at fet ara ama i 
qaq ated te aHaT fac atfe t2 aa ST aA aa 
K. A., (457) 
qa HAT Aft Hit Bl aA ATT a aM ate BT = ti 
aa wes aal wt fas Pa sre Wat at ara FT 
art at gq, tla sare we SA Bat Bl AA AT aT I 
ford aH, Add aT za H AT aaa aa Ta HET 1 
K. A., (458) 


Digitized by Panjab Digital Library | www.panjabdigilib.org 


THE POETRY OF THE DASAM GRANTH (*Xxi) 


are at ea frat wat frat ware ve ala ste eRTAT SU 
fas qtat aa ataq # fandl aamrad Aa A Aer Ul 
HT aH @, Bed BS FY Be AAT Ta APT FT aati 
Tt AT WA at At wT faN @ree WIT TF ATATAT I 
K. A., (459) 


afa ara state at aiarafa aa seat antag = ll 
aif ad saeat saat fra e aft WA wa asl 
faad aa fe aa fat tt ad A lat age afd Wei 
ats afa feat na sifa Te awaft feat aa ze aT 

K. A., (460) 


aq ate Hel Fa WE HA awe wat afc set i sl 
aifg wat fawara aa aft gt fag # 4a Aras aret il 
at amar feat ata sta & are seat fer waa ae ti 
at amar feat wa & aaat aaa aN Afaa Fre 
K, A., (461) 


are HT ara wat het 


ast wal we 2 WHAT Fe Gad FT a TT ATT oN 
aq # se aa wi eu at tfa sara Beal ala Brg AAT I 
WHA e TAH AH Gag aag aAfe Walesa i 
ge ula we ea S ea ata Peal ght Is AM HAT 

K. A,, (462) 


efa a a Hel adit faa at Fa eye He Slt ATW Wat tl a ti 
aq fort & fae Fe ara aa fer TEEAT AMAT I 
tad Ha are Ft aT Afr Te fae FT GA ATaT I 
cq see aah ae ze A aa a aT aT ATI 
K. A., (463) 


sft @ ufa fea aT We He aq AeA AIT fT Ta a I 
af wis waa fer aaa are at fe aT I 
qi fag at fae aia aa v2 afa eae aa Te AAT II 
ai fara fat wa H fed Aad & BA ATT Aart 
K, A,, (464) 
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{XxXxii) 


tqqT 


ACROSTICS 


a 


dat gta fasisa # ar att F eH als atu zn 
WHET He Te ze via seat fafa ate aati 
wa aE AAT Tat OH aT aa RH wa FT I 
vat qual eft of faa ety eat wa am feat gaat i 
K. A., (465) 


TH art Brg at 


frat AM qT Tat qa At sara Tat efa aa walaT I a 
wad ste faitsfe & fat ama aaaar an tag) 
eat a at TIAA T Mat S Feat xweseR dag 
qe Aes Hel aa We Feat fae fame # ara waa 
K. A., (466) 


att fora teat aie ot dat a off wa PT Wg i 


it Wat ea aeat ay # fee the adteq da ot 1 
faa at om ata yfae war via Fae he He aris at 
We aa eS at rea fing fata ga AE oT 

K, A.. (467) 
AS WH aT Fel Tat aa gs aft wpa eat faa ast wn 
are dt atfe wt of at an ate qa 7 at oa aret 
go gt at afe fa wt ga we as we ea wa 


ag aie a AM AST Yo aSTE Beat ae af art i 
K. A., (468) 


Fre Ia at at 


qa Zax aa at sfe ana at ef a aftema wt aw 1 
Te et HM seal fae sIgH Ftfe xt fe Faq aan 
fat PCat AI ART ase feat ya UT ag 
Wal alsa TT F AT A WA Stal aa al Wa II 

K. A, (469) 
fag fat ata feat foeic eft fas wa vara F afe ant wn 
afa fat fer tw afa ag adt wa wat art i 


afa fra far aad oat faa et aaa Ga at FI 


Tat aia faraa tre TH frat fee at aa aT 
K. A., (470) 
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tqqT 


tat 


a 


tqqI 


THE POETRY OF THE DASAM GRANTH 
maT ay ATS FT AT 


ws aa aa sat ef al gaat fea Hae ae wT UAN 
fg art ail Atal ST ota AA ATT Be WAT I 
qt # asd wear ed afe are a safe af ait 
afadl aa ara sos aa al frau afe ara sat i 
K. A., (471) 


afaal ata 


wat aT oa HA OH Oe varea AT fre Frat 
qaat aft aa at aa al faa # at AMata FT 1 
efott afe ada frat gt at sa araatt ge att Tet 1 
afa aaa me fraat ga slaw aire azar fHael | att 1 

K. A., (472) 
at wmdtat axa wa st fae ast exalt aft Alar a 
qat Bg Tarn e@ sfaes aaa Bt at sari 
art AT ale Hire wat HLT ale st star Fe Ga 
at gfe ufa faa far at gfe alot ara wt caeleT 

K. A., (473) 
qiafatl we UAH FH ART Wad at aaTs as I 
safatl we ga Heart fanaa tl Fa HH FATS i 
@ atl att ae ara feat aff wad ata aa 1 
qsq aa a we wyat fat ale we aaa AA Ta I 

K. A., 474) 
are aylat & 9X at GA Wa H FA A TH ATI 
uanaet ae ag neat faaraa at afa gt se aa 1 
am tw x at wa fanafs fat aa at af are i 
ay avait afe care sala wal ae aaa ea fear 1 

K. A., (475) 


a 


qth AMSA AT BCT AT A aa ATTA Oe a Tg 
at fag atvt art wel fared wa aaft ala seat gi 
aafe ag ael aft % saat faa at afa aare wet gi 
amg Ta anat F Ha se ael fafa wa wats i 
K. A., (476) 
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(xxiv) ACROSTICS 


taal fat ds ailfga uy zat eT HF cada se fat dst us il 
aa @. za faa al fan A stat FT cla SMIST 1 
aif Weal AL AIA Helqe ATA at aa aret atst il 
at ga afa fad faa at aa ao FY RL TA AST il 
K. A., (477) 


mts ae aw fare at fe eT | HL BH Af TTMAT I 7M 
at aa at amat ofa Z faa Maa # Fea sl TATAT I 
Ung, wat at frag gfe aa seat aft F TABTAT I 
age da water & afta wg Tsay AIA | AAT I 
K. A, (478) 


etext aa feat an aifama Ta Ale ATT 7 I 


qqmat aq al aeat wat afaa arate i 
K. A., (479) 


ear BRS aa aT TTR aa Al GA Wat feats q, Tear 7 
@ me wat aay ate wat feat ale weal AMAT Ael TELAT I 
aftr at aa at aa a aa ar ofa at fa sara TEgAAT I 


fag an maa ® act # faa faaty wal Fal S1t4 CEZAT il 
K. A., (480) 


FIA —3 
sqrt wa at aaT aa a fafa are Te aH Bt TTA aT 
fafy aaa ala aa fae ot aft are wat A Etat 
aa at oft are sat fae at AqAT Tea HT ET AT THAT 
diz 2a aa ana seats ag O aft et atari 


K, A., (250) 
a i ~, 
atezt ge asa am da wtfe Fee AEs 
~ . = 
Stqaia go st zat te F asl 7 TEM 
K. A., (206) 
*The verses under this heading are not in serial order, Such verses are scattered all over the text, They have been put 
hera in a vowel-letter-ending order only to show that the poet has even used pure vowel-letters, similar to consonants, at the end 


of lines. This appears to be» rare attempt as also the Hnes ending in serial order of the Consonant-group in Hindi poetry. 
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taqqT 


THE POETRY OF THE DASAM GRANTH 


aq ae et dian A oat Waa We TE FATE si 
aire fet aq dtaq 4 aft a age far at we ATE II 
a5 aa fac ug ant fie aaa wa awa Aa ATE 


aT ofa at afa at soar aia a Ha T A aa FATS 
K. A., (230) 


dia av fen ag ad A at ora weal af of aft et Tul 
ara faere aul qt al aaa Fas AAs BA al AT Il 
fat waafe 2 fae at faa at senfta et Fe Ae Il 
at wi aval fae a a srt zal Ta Ht BaF Wl 
K. A., (223) 
aq at gq me aa feast a aa fea at ait ao | CT 
qatqal TA Bl qa SqN Hl aN gH zg afe FS II 
tqq tim we faa wt fer Gala at gt faq ais Il 


ag ASAT UH Fs We At at fer Hl At Als Il 
K. A., (654) 


aig safe aa far F ga ta Ge ae Mahe aru gn 
mrt ait go fear fafear afe sag fag a st UT I 
we Ht gat aft Tl ae fad faa aat se ze 
fat ata vel weatfaa ta aat za 4 9 aH ge alc Il 
K. A., (222) 


gic wet zie st aa aga wa ee foe Tet UT 
sam at Hea face at fae Tad Gad so FY Weet Il 
gaat Tift wa Te qed as fire H faacdt ze HET I 
Qa ® FRA WoT Alt Fre Barge f FY AAeeU i 

K. A., (304) 
fanart Fa we Aqugwarad F ca Ala afta i AT 
qq fadt a arf a sa at ct gta aH arf i 
@ gfe aa gat adiar en sty % Fa oaraqt arly 
ar at saa at welat afe aT Gagan aad wa aarfrat i 

K. A., (935) 
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(xxxy) 


SHATAI 
faqaaral 
TTA 
faaaqar 
fatqdar 
faraqur 
STATA 
SCqTAT 
aATATAT 
zaqaqar 
ACHAT 
aah TAT 
aaTaTAy 
ASHI 
WATAT 
UITTHT 
afzagar 
AATTAT 
faxarur 
afeaaar 
atITAT 
TATA 


ACROSTICS 


mle-FHeT-? 
wat | faraaal fHITy A 
WAS | TATTAT ATS iggy 
qua | fe'araqui fe are | 
Tat | fetaTaT ABT u2gei 
WAT | PHATAT AAT | 
Wah | eeqqaT wet Ugg 
Hole | SCATAT «AST | 
WET | WHATAT AATF Wg esi 
WAT | @Iagal AAT | 
facta | afeagur ware wegen 
AT | BAHTAT HATA | 
fata | WAATAT AAT 11QQoll 
Hard | elenaar ferara | 
wen | fanaqur faAT ere 
FU | ATATAT «AAT | 
APT | SHAT SHIT NUPRAM 
qtaTa | AHATAT «SHIA 
maa | BATA ALS Wzgait 
faut | afeagut gat | 
Wea | AAATAT WAT we 2vil 
qUA | GAATAT HATA | 


Ata | AATTAT seta 124M 


(framarzatat 7 ) 
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(Xxxii) 


raat 


ACROSTICS 


lesa a faater F ay aoe % eH Ae atu zh 
TH AE Tt SHE THE se via seat fafe drat att 
TIME AAT Aa A aT We RH waa wari 
va ct qual eft of faa at gy cat ae aa frat q adr 
K. A., (465) 
Tt art are at 


fat FAM qT Tet qa at aay Tat efe ara waa aw I 
wad wmfe faife & fer aa aaaar aq aaa) 
HAT T GT BIAS TT ML SB Feat was] Aaa 
TZ ASE Hel Fa We Feat fax fers F ara oehaT i 

K. A., (466) 
ata feat weal ater aT dtat A gfe war te Wg il 
frat Wat aq wal ay a fag UW wis aa oat i 
fre at om ata stag var ata arm ae ag are ait i 
BA Se SEAT Eeing fatat ga ae wu 

K, A.. (467) 
AS TT TT et Wat ag A aft spa ap faa aet e u 
arf at aye at oft at an ate qt 7 Ul Ga ae 
es gn a afe 24 ed ge ae ae we Fa aT 


es afe # a aM aT YF aE zeal act ate are i 
K. A,, (468) 


Sire ara Tat at 


qa Tet atts at aia aaa eat efa s eft saa qt @ 1 
T7e et at seat fee iow ate wet afa ta aan 
at FCA aT AT YF ane fet aa aT aT 
wat alet asd F TW AX Wat seal aa ala Wa II 
K. A., (469) 
fag fort ata featt frdic gfe fos wa vara % afe art hn wu 
fa fat fer thew aff aa adi aa arat att i 
afe fra far aaa oad faa et vet pr aT HI 


ata ata fausa tre cis fret fe at aa anti 
K, A., (470) 
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{Xxxviii) PAKHYAN CHARITRA 


qa araTetT ave are faq areal i aif atfe afer & afer areal i 
Ufa tfa cinta afe afe sredt iu atag ata a afa wage areal i ev It 


alts Hfeat saa T FIT eA Aa = =APaTaTA AIT I 
wT Udit wat aft aguawat aqaraq AEN will 
aaa = ATA ATA UTA TT SATA II 
a dy t2ae faa shee at wer faa XH Bheag nl 2k UN 
un fara gat fae atag i aad frat safe lag it 
a Ga we att at afeag uw arat at ara afe afew i ge ll 
Hat Fal at aH aa aes Ufa A aT FANT I 
ad Ualde te g afeag i agal wir aifa afe afeag i es i 


azuT ofa ot ez fafa ae war afer aarft i 
fanfe awa e aaa aa aght a stat UT ee ll 


gfa at aheaveaia faarafea aaracaare em at woradl afer TarIAHa FANT We ssi 


fAaARA-z 


(How brave Rajput women cleverly saved their honour against the evil designs of Aurangzeb) 


alge at oalél ara at mada fat Ata 
at at aaa oaifa aa wadtat qt eT le 
atTS aaa faz at ata i wan ate azar fraser i 


faaa wat eat fag UAT oT an wala fet aaTAT WR 1 
alata 2tt az aq watiufafa Ca arate Feat it 


a 


gain alfa waad fediat uaa FT ale Af F aa gu 


fsa aie weriae aat wada vat AT ate Tat wal area faze wat 
se facat aat at faat saife su drat gs araara Tart Farfesy uv i 
Sa gana feae fea a arat wat uu arat sada fee fagfa gegt TAT 
gnfa agea HATH WAT dee MEA Ul et aA qealtan faa AAA FATEH Ul ¥ A 
aia anf a zat ufaaa at feat u aaaare aft ava safes at feat 
afe afe afe oo att ames ua TET AT ye ATH ATG BSF UG 


alga faaaazat sfaaafa aah att F FTW 
gimara afa ufa faa wear File FAT Iw I 
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alee 


THE POETRY OF THE DASAM GRANTH 


We Ft at gat afi wat AA aq Il 
Hoa feat arf at ar at avd Gris I 


aq eet ofa atafe wai afesa at arar faa az i 
Slf< faaite fat st are at walt Ga st ITN & 
aa wat fal alt agi gaefa st catafa v2 1 
Ws AA Heat et ale ast Ga Aaa Tada aT AT Mi Qo Mt 
taaq at ana afe aati estfa Fa Forad WaT I 
tq Bt ge uti Tard at Hl Aa TH TA aT 1 28 Il 
ait Gare wa ats wie i aa aaa at aaa FANT I 
aha aa dat a atu fez aca ule aft ast i 22 Ul 
qat # Goward feat arara afea ca aq feat 
wat Sara = feere ae faad aacia FT Arg Wt g2 tI 
faa ai feat a aif ward ul ee ual aszia qee BTS 
qa at a@ wa gatuaa gafe frat qt en 
at a at ata agg aie FT qaat TI 
CF qt UH Waa UH BS THAR ARTI By ll 
AT IX Tk BET Bl MW TAH ag fats I AMT II 
afe afe que acfa at azat i sete aft ATR aeet ge Il 


wt Ott owaarafag Fal FIT ATT 
ae wilet FH at gat A gsare i gol 


qin. 86g TG ath EAT BE uF aT aratat  a4Ha Ze | 


até 


Fe aT ATS TAT WT aa we aie ater aal ara TE 25 II 


afsa argzia amet usa aa fea atu cad aT aa qr afe afa ae I 
ae wirar at afeaa fare ¥ Ul gt VBI FLalH AT qa TE FI 98 Ih 
va aiefe cqara faefa afe fof way i aT aT Te sare STE eet F wat 
atat az aust a2 oa art ot il af fat ata are Tea AT PH IT WN Volt 
afta afa sittvate fat arad wal az ea al oe cafe area TAT 
st te a aie we owe aadt aaa aa vesitia false at coraed i Ra 
gifs zife aft aziat< qe ac fsafedt acfar al ata cet AT 


(xxrix} 


daa wart me aft al athe wife arfeara wae THTE ATT RAM 


Gua He weet Tee AAT at CAAT aA aAEAT UI 


aift wife at ad ati a@fa afe act sare ll 23 I 
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(Xxxx) PAKHYAN CHARITRA 


we whe wat azar sm ita meq fader AIT I 
STIX SIE LAL ae HR gue A at AT HEN Wl 
ae 6 TO ataT aa ara ota aa oafe zat 
OT WAT HAAR Sl AAT Gas CH A AT AMATI WI 
a ME AT as) aa aral oma eg afe ara i 
alaleie Tahar TET 1 TART OH OT COTRAT ORE 


waar att oo fafa arft valet ag fafa a ax aaa ae i 
ax puta & fax ate g gaa & gaat afa aa i 


ES Wl He Te faa F Me wat F wa a At i 
Pat H ag cat wat war ait favact FT rw 


ANTE Get wifa gue ag atu waar arate faare i 
eattaara @ safe frarfear uu efeafe Ge ate geatat i ys 1 


S21 aftat h ATel EAT aah A AMT AT 
gata at Gta wal da gt Hal FAT MW Ee I 


afa at afacead faarahtaa aalaoaare sh al calaa afea aaa TAATT Ue 


a’ 
(A tale from the personal life of Guru Gobind Singh) 
aleu amt WaT Ag ae BA F ea 


saat vel fasfe ag saat asta eg i 
qa Fat HF AX A aia Wat Hara II 
amt otaer alfe ga am dat varTu 2 tu 
aiqe faaa ween ant Ht il agt faa ae afa sti 
qfa fag at alam AT AAT aT aa aT ata aTAT Ng UI 


alex aati gure fafaa au afaa gga ate 
fat @q a1 atfed oft wa fac mg ue n 
amt ae aft Tr aH qanrz i 
un od We wel feta A AW vil 


alts wafe ws oT afe oe ul da aaaia a9 fate sare 1 
atfe gat aafa afa oat at aT ata qatar carat ug ti 
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THE POETRY OF THE DASAM GRANTH (Xxxxi) 


aa Taet Ca aft oat i fad wife fafa aaa waa I 
a aan aes fez oral wi aa fart wit aife grat 1 II 


Stax ufa at aft oe a gat aé sare i 
aa fat ga at ga safe aé gare i 
atts Wt aad Ay se Aas | aa a faeqa al aaars i 
aa gafa dq daze asia ad fanfea ci eu 
alaxt afe & Tt AIX Fl TI ALT Fas i 


Hl ALAA AT aaal Fer TAT FAL WE Il go ll 


aft at aRqaraard graafea datasdae exerd afta aarsanad TAT Ieell 


qeaata-2 
(Sohani Mahival—a folk-lore of the Panjab) 
alts Tat We Bw WiAgaeat ATT WT we 1 
farfa aatt aft @_ meat Uh oanfea ws ue 
HF wa WAT |_ Ms uate Te acl ase mag 
fas afe ae sxe acai fer afe tt ot faz gen an 
ut fara gfe st wT TE aaa gat aa afa argu 
Ts alt wz foe Beat HA Medt afe a agar 3 u 
HIT BT = -@P Guava frat atfe argu sat ata # qe A me are 
alat ara aat sat ale Aaa i fet TIE aTat adt We ara uv i 
fret arg arat feet oft arar ui fet arfe ater wat art sqrer 
qu gy AleT aal aft aru ats ae oe faat ata os ny ui 
wat ara at Bra Aer frarat un faa erfe Aart sa ule mat uy 
ag Hatt tit wa at faareil ae we Tt HF wat Fa asa <i 


alae atap wa afar att arfe wat aa afe i 
saat st at wal wa ag T Ble wi 
ae ATT Bf Ga sea i Hal aleat xet faareat yy 


qal ata GAT ag wat il arg aefe sfe Alea s ii 

wh Ite ae area Y areal i Aglare atefa afe arear i 

arat Fe arat = aleat i Adtara Zz at fat aati ei 
sfrat akaread qeaatea aatardare ga at am aKa AATTAAAT GMAT gor 
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a 


A 


= 


ba) 


A 


K RISHNA-GOPI-PREMLILA 
FU -TG-FASTAT 
HalT—2 

eet za ama fia aie & ea at gu al aa at it 
& gfa yaa Re seat ya & eae an Gammel il 
mt gl amt alee 3 ga a eta et i 
az au qat zz yw ad aa % afaat 1 
al ua a et st gfe & fH aaasel a7 at i 
cad oat oR ORY GH BART Sus set AT I 
qa a an at aa aa atl Ga sx Bet I 
fr et one aa ae Fl Gat wa FT I 

x x x x 
are FHA He AA WMTT A TAH FA ATE II 
az oamaa al qaeea 2 ala saa ase | 
ee Ss a at fat se se wd fal ga ase | 
ae ftaaa at aa waa ale faa = eH ast i 

x x 


aap it ee 


qx a3 
i 


> 


x x 
aa TAGE jaa at fa zat am gags am i 
x * x 
ae a2 wa ® fete aq A aa fa sare 28 I 
x D4 * » x 
are eit eta & faa er gut faa & fea Fea Te 


x x 


x x x 
are Se al Felt wat Fe faa | 


x x x x x 
gle waa eat aH 4 FR TA Fl Ga at za ari Il 
aiat ale wat se al Ba ArH wal ge at aa art Il 

x x x x 
as gH aa wt faadt sa saat sat sia az 
Gat te wat au dt ga ave a we & ale 
aie sea aa mien fafa arm ag are are Fat Z 
AR gaa azar sta H fred) a wT ag wat = I 
ae gil gi % aa at ate at al fz aad el F 
amt gat eat gud ca at fala amg oa ae © I 
az fer aa wal sad ofa T eh G fra at Fel 
afi a gama acai sta W fiat am HT Az ael I 
aq us gat gah aa Ht aa et ala % fe art FET Il 
sa ata wal gh af gu at ald Har ge att Fel tl 
are aa aft Sa feat di go we F aR gn ze Fil 
ae rea a omer at de aq am mm = 


. 
st 
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K. A. (266) 


K. A., (267) 


K. A., (271) 


K, A,, (272) 
K. A,, (274) 


K..A., (276) 


K, A, (277) 


K,A., (278) 


K, A., (279) 


K..A., (280) 


K, A., (281) 


av 


THE POETRY OF THE DASAM GRANTH 


srz ala g aca fae ser at som aia da ae = Il 
hae As aq al gu in we ti 
x * x Xx 
et es oa ee 
PRA SN G8 Te ee T 
x x x x 
qt % soa azar zat ala are = an are wat 1 
afa & aq ema sat aa at fra oc afe aa ait i 


war aa sot wa WY ze wR a fra Fa ae II 
a é aim de ay na at faa % da waa Fa Fe I 
ax wt at wa feat ca at aq armani ge ta aa Il 
aa aaa se feast ga alan are ecat fe et g ea il 
x x x x x 
a3 feaa dn alfa sf amet am i 
aa mat aa ar eal wat afaa waar 1 


x x x x x 


: te TA Mt Heat F 
ei ata gt fae at ag aaa st scera azar 


a4 
a 
AY, 
xi 
4 
4 
: 


afea wat atm a af a fest aa ta agar PF | 
at de wat ame of & sfsen cae wat & 1 
x x x x x 
Fa ae pe wl fate & wa A ae Az sma I 
ait Aaa st g wat cei anata g Saamat I 
x x p4 x x 
qa it at oat g at vw daa t g wat | 
ae Ree ew a Te ee wie 
4 * x 
of ee a aR att 


qt mm Mw ad F we at Bt FR AM II 
a ala % Wa seq weata a avd aa H oes 4 
ara ya ft aet at Fa wl oadl Aa sae 
x x 


x x 
aqge a ata 4 an eq faq wat Bans F | 
x x x x x 
Ga Hat ae adl = freragar fit ae me | 
x x x x x 
Tt a wa % at dq at wal ase sar Fete II 
wa FR ae a at feat feet aa oan fie 1 


~ x * x Pa 
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(XXXxiil) 


K. A., (282) 


K. A,, (299} 


K. A., (471) 


K. A., (472) 


K. A., (479) 


K.A., (596) 


K.A., (602) 


K.A,, (607) 


K. A,, (620) 
K. A., (657) 


KK. A., (658) 


K.A., (660) 


(XXXxiV) 


A 


a 


KRISHNA-GOPI-PREMLILA 


gt 2 ermgn aa a ek aaa gaa HW ATT 


oem Re ee MEN ES CORE RESALE HE SOS Hew eRe Rede c es wer eeassaeseaser*Henusvens 


qt sat sar qa a faadt fa aga ge F Br 

x x x x x 
ie % EAMG Aus | aaa a aa Bhat ATA 
aint we Ba a aad A oq fs ga wR ad 


Saga at aa S zy a wa A Ba Aa Tal 
aa % Wns AA Gat @ 7a aaa aaa fear 


framaga fafa wanfa at fears & aa et Ae 
Tat at ft a audia as fe walge aaa a wast 
aq siita a efa % Far at aden aft H dae wears 


qa % eft wma at adiai ze ia aaat aél ka ara 
ea Fo aide tes a we ee art 
SS gat w Waa H ze aH faa ft adl ga att 
ceo Fa Ore A ge ee fad g qetat 


gM % WUE A aa Aart ada ek % sa a Taré 
viet uf fe afi & feat eR gaa ta seat 


Ga % eee gat adiai sod wae ze ata faa 
Un Fi 


wnat al aera eH aT ate & at % aa At fea art 
qaa twa et sq fafa & eat fe Fas aT 
Ake os ot eet aaa A att 
art A at aa A at sal ague st ga da feat 


qa a gia aat am ae aha at at at 
aaa gat a aa fad ale ara ta ait at 


~ 


fran as ara Rh ee ae gt gah 
fas fears fat at ae afa a saat fata at afte att 
ae aa BT We BH saad aa an ate aa Fl 


afi & ata ar diy BA sl BA BAA se AeUE Bert 
q wm fae tt saét J gal AH AIAG aaa Alel 
at wer fiat faaat peat ge wit BAA TAT 
sx aa aa Aa t feemage fra # EF g wal 


sei dz at aigdtt aaa F aq qa dae F Ga ele 
Gq wet aa uaa & free agar fea are al & 
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I.A., (661) 


K.A., (663) 


K.A., (664) 


K, A,, (665) 


K. A,, (666) 


Ry. A., (667) 


Ix. A, (668) 


K. A., (660) 


KK. A., (670) 


THE POETRY OF THE DASAM GRANTH 


mal BH at wa sel sam feat a aga wt =F 
aq far aa ara et wal alm sear ze ae mat 2 
fre at at a fee ate zat are gant & fea qaq 
fer wants WH ars are fae aft ade & aya aa A 
afta a af at som & sl st g aie aff Baa a 
wait Het a gene feet fart at sat fatter aq ¥ 


faq 


B 


ATH (Appetite) 


Paar (Anxiety) 


we A aa a aien fafa gaa ae gat at aa 
x x x ~ x 
ret Fl We we ae Fen Ff Ta se at 
x * x * x 


gaa 2 ce 2 am at ga Re at ate & aa ort ui 


“ent wat a tt ata get & fe a aft am 


Also sea K. A., (246) 


Fi ( 


+ VSPA ad ab 


ot fat aa H fiat a oe qa A ame 
at saat scat aaél aq maa & a a fax ae 


mg % ge wl an sx ai waa a ga ae 
avy tl ay a als % aa feat) fafaar af ae 
TH WA Fl ga wea are A Wear fea ane 
me sat tte S wa we ame sd se win ane 
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K, A., '672) 


KB. A,; (672) 


K. A., (240-i) 


K, A., (241-i3) 


K.A,, (243-iii, iv } 


K, A., (487) 


K. A., (488) 


K. A., (489) 


K, A. (490) 


K, A, (491) 


(XXXXV1) KRISHNA-GOPI-PREMLILA 


Tha (Lauding) 
aaa 2 afer wa a faa % wa HY Ga esaa aT Il 
TA waa aa aaa & fae are feat ee sea at Il 
afa & sat ge vila au gaa ga at eit yeaa at il 
iq wan faasa & ata dt fe aaat at Gat asaA FT II AS ee) 


4 


wala (Recollection and retrospection) 


wma aia wt aa ® at at aq H mal Alaa Te II 
cs Wat wat wa H fee % A Tat Fae BW Fe Il IK. A, (490%, ti) 
x x x x x 


are ata ay a & 4a WRA RR aft 7a ara Il 
at ants ant gel a cam at sa & a ara tl 
Ht sat seat zat dn wa aeat zt al ze ora ll 
grit warm st ya ae ga ae ait wa H Gy WA I Ki Ding (S) 


fa (Perturbation) 


Ay 
al 


mt aft aaa & aa a aa ast 
faa a wal Fh Bat Fst Il 
@ 
a 


ia’ 


= 
Th 3 eh aH fae 
ae a alt ged 


. faas fac at fiat g fete 1 
ae Fl Yala Taal AA 


as WA We FA saa wT II K, A., (451) 


Fay (Prattling, talking nonsense) 
tt at faa waa a fe wife st az set t Il 
aqe onsatat a da wan wal waa wet t I 
a fe % ea ara a W wena fat ga wat tI 
at aH at qu @e aqe qi ga Wea wad att II K. A, (482) 


x x x x x 
are faam at ar a7 faa eet & aa ata fear i 
gaa frat aaa fat fog fret ag a a ot Il 


op fit amie wR TH ws we B Fe art i 
Sz age wel eH at ta Wa wt aaa WAM Il K, A., (485) 


SATS (Madness ; insanity) 


itt at aa a ge tt gf aaa faa H sa ast i 


=z = 


ae 33 ce am fit fat a welt BH Baa set I 
aiat « ala gzak% fra & fae at faeh g ert i 
are 4 4a aaal Ha W ATH AA Te FA waa se | K A, (481) 
santa (Ailment, sickness) 
se uta tt ogee at af 4 st free at I 
faq deh at 7 44 e at g fx am wt etal || K, A,, (497-iii, iv) 
* x x x x 


sz gy ian A ale 3 ag faaicet fafam sta me i K. A., (491+ii) 


Aa (Death due to extreme grief, shame or fear) 


ae aqat aa A aa es faa waa & fe ale at tt K. A., (499) 
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sy 
taf 


FIT 


eat 


bc) 
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favetaveary 


WY wl HAH w as % ae Fe I 
matt tar frag a we da ga ae ll 
wa at afer at gat adiar aq gia aa a le aca 
fas Ha ala ag WA Fl Fa BAT Gl FAT 
Hw aaa gt ca tt as faa ale az 
faa & al Serr sia eg wa ar ol Set et sea 
aaa 


= a at am ft g gt aa are ATH “at 
aq a ala al ala aa aie ase vat aeie aa aR 
gaa at aft & ga ed ate aa A fae ga sare 
aaa fat aa Faq sé wal aagdt af qe aurea 
x x x x 
az ame fragt fra seh fea at ara il 


~ 


aaa aie edt aa za watt wa | 


x 
aft 2 zg am wh fate ats 3A ale % "faa ate g ah 
arg et sat wa ot aft aga faa frag wa dat 
TT! 
ales 


ef 
: 


* 


tg qatar 
aq ait am a g wal ga a faa at aa Aart 


ala srt @ eft ofafe a ata aaa ct a aaa 
as ge met fara arin wat art aaa 
fara at fae a sr H fae amale tala a ga a 
m guna & wa a afa fas fea aa wat aca 


m at gone fd a wit faa & ada é 


a aaa a1 wt et y amg wa F aguz faend 
qa ae eH tt Ze oH EH TR A ala wa 3 att 
a af & 3 tq qn fee tan & a F famed 
me fh aE ie at ae eet g ea a eer & 


Se via at weia ama & aaa ta H afa ara sarat 
ate agit fa * sta B eR ex mm fla ft fa ont 
as fia am a ga & aeue a waa aaa ent 
wm et go mt fay ¥ ag ama aq we faa at 
tet % ay gee fat we seat am Ae Bard 
lg PRA alle Sa Ra Frara 


nat m™ a 
aad gaia sata Rete aH faa faa 
e ro as an" x t 
aT ga a zz ae seat faaur a ae 


Cc 


. x 
aH at 

wa a aga alt & fat gt ma at gat a at 
se Te tga fa ea a aa ad 


c 


Fi 
amt ae % zaem a gat gazat a sari 
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K. A., (796) 


K, A,, (797) 


K. A., (811) 


K, A., (859) 


K, A., (861) 


K, A,, (862). 


Kk. A., (863), 


ra 


. A., (864) 


K.A., (865) 


K.A. (911) 


(xxxxviii) KRISHNA-GOPI-PREMLILA 
SICAL 
aa aa & ef 3 famtea da aa B ea ae aat 


Mi ae Gg gaz que ge via azar fafa aa aat 
qt aE qt aaa aay an aga FH anata Fal 
qa am qual eft si fa at g wal ga qu featg at 

x x x x x 


franaga ek % ga a aa tea a adiat ga We 
qe & We dt at a at # aa A fanaa sere 
wa & we Ft aaa gt af F aa A sar ze se 
wag aa yas nat fifa & fase at fas gene 


fasta aa ufe % afan fase are aa FE Tel 

a et a aa He gaa zeal frat wa at wa ale ae 

ate sirig dia azar wa afa az ag a tau Fe 

freat fag ats fH wal fafa % amar fae fH xe 

—_ . x x x * x 

Fira at aa & faaaa aa va af fas wer 

iu aqcal saz ala A we s wt Bn Hal Fem 

fH ot we a ge me gat eq fret I STH 

qa da yee ter a a eR aT a Ae 

ara aq il wa eX aa % aaa wa gag fea zat 

eau aq fanz ae g du fa ou daa a 

wa % afa wf aa ama ae fet ga aaa ae 

ay @ ga a an a3 aie a fava vat fee st 

eat sea us ff et get fa fa aa aH aE 

aqq an aa t faq ea at aciast el ae 

ai gk a e& amie aa wat fae are 

afa vat fee ai fe A farses te fear 
lax aga 4a gaa we aaa a F m7 II 
araa a faa at aaat at ae aa att Il 


gtaa ef du fanaa & ara HA at my | 
faz eftant fafa ara f= AK A Fa Il 


At at 


th \ Class NO pac oeteae re? 


tah 
be ——<w 4 
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K, A.,, (2476) 


K. A., (2477) 
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